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Abstract 
This practice-led project has two outcomes: a 60,000-word collection of short stories titled 
Corkscrew Section, and a 40,000-word exegesis.  
 My creative practice takes the form of a hybrid text: the stories combine written 
narrative with visual elements such as images and typographic devices. I explore a variety of 
genres and literary styles, but almost all of the stories are concerned with fusing verbal and 
visual modes of communication. 
 The exegesis compares and extends previous studies of hybrid texts to develop a 
consolidated approach to analysing the function of graphic devices within adult literary 
fiction. I adopt the interpretive paradigm of multimodal stylistics, which aims to analyse the 
visual modes employed in hybrid texts with the same level of detail as linguistic analysis. 
Within this framework, I develop a systematic method for analysing how the interactions 
between language, images and typography create meaning within multimodal literature. I use 
textual analysis to demonstrate how this analytical tool-kit can produce detailed and 
replicable analyses of hybrid texts. Finally, I provide a practitioner’s account of writing 
hybrid narratives by reflecting on how developing my analytical method as part of this 
consolidated approach has influenced my own creative practice and writing process. 
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Chapter 1: Introduction 
1.1 PROJECT DESCRIPTION 
I was first drawn to the visual dimension of literature in my second year of studying creative 
writing, while looking through novels in a bookstore. I picked up something by an author I 
was not familiar with, and when I flicked through the pages, instead of a grey blur of text, I 
found a series of photos, colourful messages and a flipbook. The novel was Jonathan Safran 
Foer’s Extremely Loud and Incredibly Close (2005). Not long after that I wrote a short story 
in response to Kurt Vonnegut’s Slaughterhouse Five (1969) for one of my subjects. I was 
having trouble planning the story; my only idea was to write a story under the name of 
Kilgore Trout, the fictional science-fiction author who appears in a number of Vonnegut’s 
novels. However, I needed to create a stronger connection between this story and the main 
character of the novel, Billy Pilgrim. I remembered that many of Vonnegut’s works, like 
Foer’s, include images—most famously his felt-tip tombstones. I decided to base my own 
work on Vonnegut’s visual devices, presenting my story as a draft that Trout had sent to 
Pilgrim for feedback. When I had finished writing the story, I printed it out and used a blue 
biro to add annotations and drawings by Pilgrim. This allowed me to write my own science-
fiction story, while also including Pilgrim’s thoughts and reflections. The story’s presentation 
matched the playful, metafictional nature of Vonnegut’s novel.  
 Writing this story made me realise the physical appearance of my writing could 
substantially inflect and even contribute to its content. I continued to experiment with graphic 
devices throughout my undergraduate and postgraduate study, writing short stories with 
visual elements such as diagrams, tables, pictures and unconventional layouts. As I edited 
them I began to think about the relationship between text and image and how it affects the 
reading experience. This project is therefore motivated by questions, which arose out of my 
creative practice, about the function of graphic elements in literary fiction. Peter Sillars 
(1995, 1) starts from a similar point in his discussion of Victorian illustrated short stories: 
 
What exactly does a picture do in a book? How does it modify the response of the 
reader to the written word? Does it enable him or her to enter more fully into the 
created fictive world, or does it present that world as more of an artifice? Does it 
amplify the concepts and structures of the words, or does it offer separate ones of its 
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own, as a sort of visual commentary? If the two work together to provide a new 
discourse, how is it assimilated and how best analysed? 
  
 Even though my focus on graphic devices in literature has remained consistent 
throughout my research, some of my other aims for the creative and critical elements of the 
project have shifted. I was originally interested in how visual elements could be used in a 
particular style or genre of writing, and I planned to base my research around magic realism. 
After a few months, I decided to write realism instead, because I felt my previous stories 
were too abstract. Many of them were based around dreamlike scenarios, relying too heavily 
on randomness and chance. I found it difficult to focus on the characters, and to create 
situations readers could identify with. I tried to address these issues by concentrating on 
character development and firmly grounding my stories in realistic settings. 
 I was still interested in symbolism—the stories I wrote at this time describe, for 
example, two teenagers who stow away inside a house that has been cut in half, and a visual 
artist who can no longer recognise people’s faces—but I tried to introduce these improbable 
elements without disrupting the reality of the story world. This shift in my creative practice 
led me to research the uncanny, which arises from the ‘fundamental propensity of the familiar 
to turn on its owners, suddenly to become defamiliarized, derealized, as if in a dream’ (Vidler 
1992, 7). In other words, I began to write stories in which an atmosphere of uncertainty and 
‘a somewhat muted sense of horror … tinged with confusion’ (Kelley 1993, 174) develop 
within a once-familiar setting.  
 About halfway through my candidature I again decided to change the direction of my 
research. The uncanny no longer seemed like an accurate description of my creative work 
because I had begun to explore more diverse subject matter, including humour, which did not 
seem to fit within the uncanny aesthetic. My aim was to extend my skills as a creative writer 
by exploring new thematic and stylistic terrain. Many of the stories collected in Chapter 7 (p. 
157) share common elements, such as Australian settings, satire and explorations of 
masculinity, but their most significant common denominator is graphic devices. As a result, I 
decided that instead of focusing on a particular genre in my exegesis, I would attempt to 
develop an analytical method that could be applied to a wide variety of hybrid texts. This is 
an example of how, in practice-led research, the research problem arises out of the creative 
practice (see page 8). 
 This project’s key aim is to use multimodal stylistics to synthesise previous critical 
approaches to hybrid texts. The exegesis will develop a systematic analytical method that can 
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be applied to the interaction between verbal and visual modes in a variety of hybrid 
narratives. Hartmut Stöckl (2005, 213) observes that linguistic reflection on typography 
would have been useless to creative writers twenty years ago, when typography was ‘firmly 
in the hands of a trained elite.’ Graphic design has traditionally been seen as something that 
happens after a book is written. However, in today’s society, the majority of creative writers 
use desktop publishing, and many are publishing their work in eBooks or on the Internet. The 
study of hybrid texts has become increasingly significant as these tools allow writers to make 
their own choices about the visual presentation of their work. Paul C. Gutjahr and Megan L. 
Benton (2001, 14) argue that ‘as modern technology increasingly empowers writers to create 
their own typography, it becomes more important than ever to understand how authorial 
involvement further reveals the dynamic power of type to inflect literary content.’ 
 In 2010 Zoë Sadokierski employed the term ‘hybrid novel’ to describe novels that 
combine linguistic text with images and typographic devices, creating a hybrid discourse. I 
use the broader term ‘hybrid texts’ in this exegesis because I discuss short stories as well as 
novels. A number of critics have discussed the kinds of meaning graphic devices contribute 
to literary fiction. Some critics argue that the tension between these devices and the written 
word creates a ‘third text’ (Gutjahr 2001, 21). This is similar to W.J.T. Mitchell’s (quoted in 
McNamara 1996, 10) concept of the ‘third space’; he argues ‘the space between words and 
images is a kind of void into which (and from which) ideas, passions, narratives, 
representations emerge. It is the “third space,” the in-between where contingency rules.’ For 
example, Teri Reynolds (1998, 169-170) suggests that hybrid texts—as opposed to standard, 
typographically ‘transparent’ print novels—are ‘opaque, or thick with meaning.’  
 Hybrid texts are also inherently self-reflective, because they foreground the 
techniques that brought them into being. Jerome McGann (1993, 106) studies how concrete 
poems (and, I would argue, hybrid texts) highlight their own ‘physicality and 
constructedness’ and ‘turn back upon themselves, urging the reader ... toward a correspondent 
reflexive posture toward the scene of writing.’ Graphic devices call attention to the 
conventions (both verbal and visual) that facilitate the reader’s absorption in the narrative. 
McGann (1993, 112) argues this self-reflectiveness raises ethical or social issues:  hybrid 
texts are engaged ‘with the question of the social function of writing and the imagination,’ 
because they call attention to questions such as ‘what kind of instrument is the writer using, 
what kind of paper? And in what social or institutional context is the writing being carried 
out?’ Other critics have suggested every book is hybrid, or multimodal, because all written 
text contains a spatial or visual element (Hocks 2003, 630-631). Gutjahr and Benton (2001, 
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6) argue that ‘once given visual form, any text is implicitly coded by that form in ways that 
signal, however subtly, its nature and purpose and how its creators wish it to be approached 
and valued.’ 
 Similarly, Karen Schiff (1998, 5) argues that words and images are interpreted 
differently by the brain: a line of print must be read from beginning to end in order to be 
understood, whereas images ‘have no sequential path for the eye to follow in time.’ As a 
result, hybrid texts ‘play with the reader’s perception of time in the narrative’ (ibid). Graphic 
devices can interrupt one’s reading rhythm because, when deciphering images, the brain uses 
‘wholeness, simultaneity, and synthesis,’ whereas words require ‘sequence, analysis and 
abstraction’ (Shlain quoted in Sadokierski 2010, 6).  
 These preliminary observations, which will be fleshed out in the Literature Review, 
indicate the complexity of meaning-making in hybrid texts, and give some idea of the 
challenges and rewards involved in writing and reading them. Serafini (2012, 30) points to a 
need for a deeper study of word/image relationships in his discussion of how students engage 
with multimodal texts: ‘Learning to read novels has changed from a singular focus on 
learning to decode and understand written language to include the navigating and 
interpretation of visual images, design elements, and graphic structures. [Students must] 
develop as many skills and strategies for interpreting visual images and design elements as 
they develop for making sense of written language.’ This study will attempt to explore these 
extra levels or layers of meaning in more detail, analysing how visual elements can enrich 
narrative in unique ways by interacting with the linguistic text. My analysis will attempt to 
demonstrate that graphic devices can function as an integral part of the narrative. Instead of 
being merely decorative or illustrative, they can contribute significantly to character 
development, setting, exposition, chronology, pacing, tone, theme, mood and so on.  
 Because hybrid texts incorporate a variety of modes, previous approaches to the form 
have come from a range of disciplines such as visual design, semiotics, narratology and 
intermediality. As I will discuss in Chapter 3.3 (p. 27), many of these approaches are 
tentative, or limited by the boundaries of their field of study. There often seems to be a lack 
of cross-pollination between these disciplines. As Wolfgang Hallet (2009, 151) states, the 
verbal-visual interaction within hybrid texts 
 
… cannot be grasped through traditional narratological and literary studies alone. The 
multimodality of narratives confronts narratology with phenomena that have not so 
far been the objects of its research. Therefore narratology must resort to and integrate 
the expertise that has been developed in other disciplines in order to describe and 
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decode non-novelistic, non-narrative and non-verbal modes and media and their 
interplay with verbal narration.     
 
According to Hallet, researchers analysing hybrid texts need to incorporate knowledge from 
fields outside the traditional boundaries of literary theory. Similarly, scholars within the field 
of literary studies have identified a need for a more comprehensive and systematic study of 
hybrid texts. For example, Glyn White (2005, 207) argues  
 
there is much close reading still to be done of texts which present a distinctive graphic 
surface ... Overall, there are many critical gaps and new opportunities and much more 
work to do. An awareness of the graphic surface may offer methods by which to 
tackle and include elements of texts that might otherwise seem to fall outside the 
remit of the literary critic ... The point is that criticism must keep up and be as flexible 
and adaptable as novelists and readers. 
  
 This is a longstanding issue; in 1980 the typographer Robert H. W. Waller (282) 
stated that ‘although the difficulties involved in analysing and describing the relationship of 
discourse to its graphic array are challenging, they are not insurmountable, and the more 
skilful use of textual communication that might follow from such an effort would lead to 
considerable social and educational benefits.’ 
 Some authors of hybrid texts have also described this gap in knowledge. As Polk 
(2009, 1) observes, Mark Z. Danielewski, author of hybrid novels such as House of Leaves 
(2000), stated in an interview that  
 
he didn’t think the critical vocabulary existed yet to talk about his book, for the 
models of critical analysis traditionally used to critique fiction didn’t contain the tools 
to examine the layout of his story ... If Danielewski is correct, then there exists a 
vacuum in critical literature for analyzing such works that seem to be becoming more 
mainstream and garnering more and more acclaim. 
 
Like the critics mentioned above, Danielewski has identified a gap around the criticism of 
hybrid texts.  
 This project suggests one way these gaps could be filled: through the use of 
multimodal stylistics and the synthesising of previous approaches into a more systematic 
analytical method. According to Nina Nørgaard (2009b, 159), multimodal stylistics’ aim is to 
‘combine multimodal theory and methodology with that of literary stylistics in an attempt to 
systematically take into consideration all modes involved in literary meaning-making.’ 
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Machin (quoted in Nørgaard 2009b, 142) states that multimodality theory is unique because it 
is based around the idea that all modes should be considered with the same level of detail, ‘as 
semiotic systems in themselves, whose potential choices, patterns and grammar can be 
described and documented.’ I argue that multimodal stylistics is particularly germane to 
hybrid texts because it views language as one communicative mode amongst many, analysing 
typography and images with the same amount of care as the written text. Multimodal 
stylistics analyses patterns of meaning not only in the linguistic text, but in visual modes such 
as typography and visual images, as well as the interactions between them. I will discuss 
multimodality theory in Chapter 4 (p. 42), but for now I will point out that it is a relatively 
new and still evolving field of study. It has been applied to a wide range of (particularly 
digital) media, but there have only been a few attempts to apply it to printed literature. There 
is a need to develop a more comprehensive multimodal stylistic approach to hybrid texts. 
This is an ambitious project, and this exegesis describes only one of the possible ways this 
could be achieved. There is still much more study to be done in this area.  
 
1.2 RESEARCH QUESTION 
My research and creative practice are focused around the question: How can multimodal 
stylistics provide a holistic method for analysing hybrid texts? 
 Although I have positioned this as an analytical task, I believe this method is also 
generative and can inform the creation of hybrid texts as part of the drafting process. The 
research question will be investigated through a 60,000-word collection of short stories called 
Corkscrew Section, which was shortlisted in the Emerging Author category of the 2013 
Queensland Literary Awards, and a 40,000-word exegesis. The project will be weighted 60% 
for the creative component and 40% for the exegesis. 
 
1.3 CONTRIBUTIONS TO KNOWLEDGE 
I feel it is useful to define this project’s attempted contributions to knowledge so they are 
clear from the beginning. Firstly, multimodal analysis has rarely been applied to printed 
literary fiction. This project aims to add to this field of research by building on pre-existing 
analytical tools, as well as drawing attention to other aspects of hybrid texts that are open to 
analysis. My approach provides a closer analysis of the interaction between verbal and visual 
modes in literature by focusing on concepts such as transitions, attribution and arrangement. 
 Chapter 1: Introduction 7 
 This project also aims to produce a more detailed and realistic description of hybrid 
texts by drawing on a larger corpus than previous approaches, specifically by including short 
story collections, which have been largely overlooked in favour of novels. 
 To my knowledge I am the only creative writing practitioner adopting a self-reflective 
approach to hybrid texts; I hope to contribute to existing knowledge in my field by 
documenting the practical considerations of working with this form. 
 
1.4 THESIS OUTLINE 
This exegesis consists of an introduction, a methodology chapter, two literature review 
chapters, an analytical method, and a self-reflective component. 
 In the methodology I position my project as practice-led research, which includes 
self-reflective practice. My interpretive paradigm is literary studies, with a focus on 
multimodal stylistics. 
 The first literature review chapter comparatively analyses previous approaches to 
hybrid texts and identifies gaps in knowledge. The second part of the literature review 
suggests one way to address such gaps: it introduces multimodality theory and describes 
some of the ways a multimodal stylistic analysis can be applied to hybrid texts. This chapter 
also includes a ‘grammar’ of typography and visual images, a descriptive apparatus that 
forms the basis of the analytical toolkit developed in the subsequent section.  
 In the analytical method chapter, the method’s key concepts are described, with 
reference to the critical works that inform them. This analytical toolkit is one of the project’s 
key contributions to knowledge; its aim is to produce a clear and systematic analysis of how 
the interaction between graphic devices and written text creates meaning in literary fiction. In 
the second half of this chapter, textual analysis is used to demonstrate how the method can be 
applied.  
 Finally, I reflect on how this research has informed my creative writing, and vice-
versa. In particular, I will describe my process of using multiple modes to tell stories, and 
discuss how these stories were influenced by my analytical approach. 
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Chapter 2: Methodology 
2.1 PRACTICE-LED RESEARCH 
This project consists of my creative practice, in the form of a 60,000-word collection of short 
stories, and qualitative research, which is expressed in a 40,000-word exegesis. The exegesis 
uses textual analysis to explore the interaction of verbal and visual modes in a key text, Mark 
Z. Danielewski’s The Fifty Year Sword (2005), as well as my own creative practice.  
 My research is practice-led: I wrote a number of short stories first and focused my 
research around the questions they raised about the function of visual elements in literary 
fiction. This is in accordance with what Bradley Haseman (2006, 3-4) says about practice-led 
research: 
 
… many practice-led researchers do not commence a research project with a sense of 
“a problem.” Indeed they may be led by what is best described as “an enthusiasm of 
practice”: something which is exciting, something which may be unruly ... Practice-
led researchers construct experiential starting points from which practice follows. 
They tend to “dive in,” to commence practising to see what emerges. 
 
 My creative practice has undergone numerous changes since the start of the project. I 
originally intended to write a novel, but a few months into my candidature I decided to write 
short stories instead. I do not prefer one form over the other, but I find that writing short 
stories allows me to experiment with a number of different ideas, voices, characters and 
themes, which would be more difficult to achieve in a novel. This switch from a novel to 
short stories led me to analyse both forms in my exegesis, whereas previous studies of hybrid 
texts have often overlooked short fiction. 
 I consider creative practice and research to be symbiotic: creative writing becomes, 
for practice-led researchers, a ‘method of inquiry’ and a ‘viable way in which to learn about 
themselves and their research topic’ (Richardson and St. Pierre 2005, 959). The researcher’s 
findings are then expressed in the form of a cultural product: practice-led researchers insist 
that ‘research outputs and claims to knowing must be made through the symbolic language 
and forms of their practice ... This means, for example, that the practice-led novelist asserts 
the primacy of the novel’ (Haseman 2006, 4). My writing drives my research by providing 
new perspectives and ideas for my research topic. As Elizabeth St. Pierre (2005, 967) asserts: 
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‘for me, writing is thinking, writing is analysis, writing is indeed a seductive and tangled 
method of discovery.’ 
 
2.2 SELF-REFLECTIVE PRACTICE 
Self-reflective practice plays a significant role in practice-led research. To thoroughly engage 
with the research question I document and analyse the processes involved in my creative 
writing; I have kept a journal about the problems encountered in my writing process. My 
journal includes notes from meetings with my supervisors; ideas for my creative work; and 
reflections on previous ideas, drafts and sources of inspiration. I also evaluate my writing 
process by examining the use of elements such as plot, character, style and theme in my work 
and others’. Laurel Richardson (2005, 965) refers to this form of writing as ‘writing stories ... 
[which] offer critical reflexivity about the writing self in different contexts as a valuable 
creative analytical practice.’ I have found that writing in my journal encourages self-
reflection and closer scrutiny of my research strategies.  
 Before I start writing a new story I reflect on the strengths and weaknesses of my 
previous work. Each new story is an attempt to improve on certain aspects of my writing, 
such as voice, character or graphic devices. For example, the visual aspects of the stories in 
Chapter 7 (p. 157) are partly influenced by my reflection on hybrid stories I wrote much 
earlier. The visuals in these earlier works were unsophisticated: I was not as concerned with 
readability because I was not aware of the concepts from typographic theory mentioned in 
Chapter 4 (p. 52); I used colour because I did not know the expenses involved; and I often 
failed to create patterns or stylistic similarities in my graphic devices because I did not have a 
strong concept of unity. Also, because I had only read a handful of hybrid texts, I was 
unaware that other writers had already used many of the techniques I was experimenting 
with. Reflecting on my early writing encouraged me to search out more hybrid texts, analyse 
their techniques, and read critics’ discussions of them, which in turn helped me to formulate 
my research question. 
 My aim is that the self-reflective part of this project will be valuable to other writers 
as well as critics because it is presented from a creative writer’s perspective. It highlights how 
using graphic devices can influence the writing process, as well as some of the challenges of 
incorporating them. This kind of reflection is particularly important now that recent 
technologies such as eBooks and desktop publishing are changing the way writers engage 
with the visual aspect of their work (for a discussion of digital technology’s relationship with 
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hybrid texts see Chapter 3.2.2, p. 25). I also hope the exegesis will be relevant to creative 
writers by demonstrating the wide range of hybrid texts that are already in existence, as well 
as highlighting the potential for experimentation. 
 To my knowledge, there is no other creative writer assembling a self-reflective 
account of writing hybrid texts. Johanna Drucker (1984, 8) analyses unconventional 
typography in her own books—such as from A to Z (1977) and Against Fiction (1983)—but 
these are highly fragmented and abstract, with little reliance on narrative, and are therefore 
classified as artists’ books, not hybrid texts (see Chapter 3.2, p. 12). Drucker (1984, 8) states 
that her aim in experimenting with typography was to extend ‘the possibilities of meaning by 
encouraging plural readings at the levels of the word, the line and the page.’ Drucker reflects 
on her choice of typefaces, type sizes and layouts; her manipulation of page numbers, 
footnotes and headers; and the technical problems she experienced while printing. She also 
discusses the balance between experimentation and clarity in her books, and the adjustments 
she made to enhance their visual unity. I aim to produce a similar account, although since I 
write literary fiction I will focus more on my graphic devices’ construction of narrative 
elements such as plot, character and setting, which do not play as significant a role in 
Drucker’s work.   
 Shortly before I finished writing this thesis, Jonathan Walker (2013) published a 
‘reflective practitioner article’ about his hybrid novel Five Wounds (2010), which is 
illustrated by Dan Hallet and designed by Zoë Sadokierski. His analysis focuses on how Five 
Wounds represents a number of historical and philosophical themes both verbally and 
visually. Walker (2013, 219) also touches on ideas about reader immersion, world-building, 
reading rhythm, and the page as an individual unit of meaning, exploring how ‘the book’s 
design helps to describe [the narrative’s] grotesque imaginary landscape.’ However, Walker 
(ibid) states that ‘the theoretical framework for this discussion is not new’, because it draws 
on ‘established’ semiotic and historical concepts. My analysis, on the other hand, will attempt 
to engage with graphic devices by applying concepts from the relatively new field of 
multimodality. 
 A number of authors who produced avant-garde hybrid texts in the 1960s, 70s and 80s 
have also written critical works, such as Ronald Sukenick’s In Form: Digressions on the Act 
of Fiction (1985) and Christine Brooke-Rose’s Invisible Author: Last Essays (2002), which 
are partially self-reflective. Similarly, Raymond Federman edited the essay collection 
Surfiction: Fiction Now and Tomorrow (1975), where fiction writers and critics discuss new 
developments in the novel, such as typographic experimentation. Richard Kostelanetz, a 
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concrete poet, also wrote a ‘memoir’ called Thirty Five Years of Visible Writing (2004), 
which gathers many of his poems and his reflections on them. I will relate other authors’ 
comments on their writing process to my own in Chapter 6 (p.125). 
 
2.3 INTERPRETIVE PARADIGM 
My interpretive paradigm is literary studies, with a focus on multimodal stylistics, which will 
necessitate including information from other fields of knowledge, such as visual design. I will 
discuss multimodal stylistics in more detail in Chapter 4 (p.42), but I will describe it briefly 
here in order to introduce its core concepts.  
 Multimodal stylistics is a recently developed area of study combining literary 
stylistics with multimodality theory. It approaches language as only one semiotic resource 
that makes meaning in combination with others. A multimodal stylistic analysis of hybrid 
texts therefore produces a systematic examination of not only the written narrative, but the 
visual modes of typography and visual images, as well as the complex relationships between 
them. In order to fully understand the meaning generated by hybrid texts, researchers need to 
consider graphic devices not just as merely illustrative, but as actively constructing meaning 
in their own right. 
 In Chapter 4 (p.52) I outline grammars that systematise the potential meanings of the 
graphic devices in hybrid texts. These grammars inform the analytical method outlined in the 
following chapter. To put it simply, this will involve analysing the text at a general level 
before focusing on more specific details and relationships between modes. The method 
begins with an interpretive summary, then analyses how the modes are deployed, how they 
interact, how they can be read in sequence, and how they relate to point of view. Before I 
discuss multimodal stylistics, however, I will first describe other critical approaches to hybrid 
texts.  
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Chapter 3: Literature Review 
3.1 INTRODUCTION 
In this literature review I will demonstrate the significance of my contribution to knowledge 
by identifying the gaps in the literature around my research topic. As stated earlier, my 
research question is: ‘How can multimodal stylistics provide a holistic method for analysing 
hybrid texts?’ 
 I will begin to answer this question by providing definitions of my key terms, briefly 
discussing the background and history of hybrid texts, and giving a rough idea of the wide 
range of hybrid texts and the techniques they employ. 
 For the rest of this section I will discuss previous studies of hybrid texts and identify 
gaps or potentialities, as well as their calls for new or more developed approaches. I will 
group these critics loosely according to discipline: semiotics, narratology, visual design and 
intermediality. In the following section I will show how multimodal stylistics can address 
these gaps by providing a more comprehensive method for analysing the verbal-visual 
interplay in hybrid texts. 
 
3.2 HYBRID TEXTS: AN OVERVIEW 
This section will serve as a brief introduction to hybrid texts, describing how they differ from 
similar forms and outlining their history, as well as their relationship with printing and digital 
technologies. A plethora of terms has been suggested for hybrid texts, including ‘imagetexts’ 
(Mitchell quoted in Schiff 1998, 11), ‘technotexts’ (Hayles 2002, 25), ‘image and word-
narratives’ (Lefévre 2010, 36), ‘liberature’ (Bazarnik and Fajfer quoted in Lefévre, ibid) and 
‘multimodal novels’ (Hallet 2009). Critics have also invented a number of terms to describe 
the expressive potential of typography, such as ‘graphological deviations/foregrounding’ 
(Short 1999, 306), ‘typographic foregrounding’ (van Peer 1993, 50) or ‘logopoeia’ (Ezra 
Pound quoted in McGann 1993, 28). 
  Peter de Voogd’s (quoted in Schiff 1998, 110) description of Laurence Sterne’s 
Tristram Shandy (1767) holds true for all hybrid texts: ‘the text’s verbal and visual elements 
are so intimately interwoven that they form an aesthetic whole. Text and picture cannot be 
divorced from one another without serious loss.’ Similarly, Allison Gibbons (2011, 2) states 
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that ‘multimodal literary novels’ construct narratives using a variety of modes, which are 
‘located on the page not in an autonomous or separate fashion, but in such a way that, while 
these modes have distinct means of communicating, they constantly interact in the production 
of narrative meaning.’ Sadokierski (2010, 3) points out that hybrid novels are still sold on the 
same shelves as more traditional novels because they ‘are not a new type of literature, or a 
new fictional sub-genre. Rather, they demonstrate a shift in the conventions of the novel.’ 
Graphic devices—like any other literary device—can be employed in any genre, from literary 
to speculative fiction (Kusche 2012, 396). 
 Although I only look at adult works, there are many examples of hybrid children’s 
and young adult literature, such as Trudy White’s Table of Everything (2000), Sherman 
Alexie’s The Absolutely True Diary of a Part-time Indian (2007) and Shaun Tan’s Tales from 
Outer Suburbia (2008). For reasons of scope, I focus on literary texts, as opposed to ‘genre’ 
works such as science fiction or fantasy, but many of these experiment with graphic devices 
as well. Levenston (1992, 92), for example, observes that developments in printing 
technology have led to much typographical experimentation in the science fiction and thriller 
genres, such as Michael Crichton’s The Andromeda Strain (1969) and Alfred Bester’s The 
Deceivers (1981). I do not include concrete or visual poetry—also known as ‘calligram’ 
(Varga 1989, 37)—in this study because I only write prose, and, as established in my 
methodology, my research question arises out of my own creative practice.  
  I will use Willie van Peer’s (1993, 50) definition of typography as consisting of ‘the 
graphical representation of language on paper (or any other information carrier) and its 
concrete arrangement (type face, paragraph arrangement, type size, etc).’ I use the term 
‘graphic device’ or ‘visual device’ to refer to any use of typography or images that breaks 
with the conventions of standard print novels. The term ‘written text’ I use to describe the 
words of the narrative and their linguistic meaning, rather than their visual presentation. 
Similarly, I use the term ‘visual images’ in order to distinguish pictures or illustrations from 
textual imagery, such as description and metaphor. My definition of visual images is based on 
W.J.T Mitchell’s (quoted in Fjellestad 2010, 12): ‘any recognizable figures and likenesses, 
pictograms, geometrical shapes, drawings, photographs, musical notations, or doodles.’ 
  Hybrid texts can first and foremost be described as novels or short story collections 
that contain all of the traditional elements of literary narrative, such as plot, character, theme, 
setting and voice. However, their narratives are constructed not only out of written text, but 
typographic devices and/or visual images as well, and the relationship between these modes 
 Chapter 3: Literature Review 14 
is such that if the graphic elements were removed one or more of the elements of narrative 
would be significantly altered or defaced. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 1: The posthorn in Thomas Pynchon’s The Crying of Lot 49 (1966, 34) 
 
 My classification of hybrid texts is quite broad because I include novels that only use 
a single image or typographic device, such as Thomas Pynchon’s The Crying of Lot 49 
(1966), Martin Amis’s London Fields (1989), Jeffrey Eugenides’s Middlesex (2002) and 
Peter Carey’s Parrot and Olivier in America (2009). These books may not be as obviously 
hybrid as those that use a number of devices throughout, but the devices they employ still 
have strong connections with the narrative and cannot be removed without affecting the 
reader’s ability to make sense of the story. For example, The Crying of Lot 49 includes a 
drawing of a ‘muted posthorn,’ a symbol associated with an underground postal network. 
 Chapter 3: Literature Review 15 
Even though this visual image only appears twice, it is referred to again and again throughout 
the novel, as the main character becomes embroiled in a series of linked conspiracies.  
 A qualification can be added to this definition: the graphic devices must have been 
created either by the author, or by a collaboration between the author and an illustrator or 
designer. The former is the case for most hybrid texts, but there are a few examples of the 
latter, such as Iain Sinclair and David McKean’s Slow Chocolate Autopsy (1997); Rick 
Moody and David Ford’s Surplus Value Books: Catalog Number 13 (1999); Todd Shimoda 
and L.J.C Shimoda’s 365 Views of Mt. Fuji (Algorithms of the Floating World) (1998); and 
Nick Bantock and Edoardo Ponti’s Windflower: A Novel (2006). It is important that the 
author creates or has some kind of control over the graphic elements, because the 
distinguishing feature of hybrid texts is the way in which both the verbal and visual modes 
are developed together to create a unified narrative. 
 This distinction is important when distinguishing between hybrid texts and illustrated 
fiction. Renée Riese Hubert (cited in Schiff 1998, 5) describes the ‘basic pattern’ of 
illustrated fiction in the nineteenth century: ‘the verbal and the visual retained their assigned 
space and function, confront[ed] each other on opposite pages or in horizontal juxtaposition. 
Illustration included both ornamental and stylized parts as well as full page interpretative 
plates often tending toward the painterly … The illustrations sought to give the visual 
equivalent of the words to which they were subservient.’ According to Sadokierski (2010, 
23), ‘graphic elements in books are conventionally illustrations of the primary text [but] 
contemporary novels do not usually contain illustrations.’ Illustrated fiction includes both 
early novels by writers such as Charles Dickens and William Makepeace Thackeray, and 
illustrated editions, in which illustrations are added to existing works. Illustrated editions 
have the capacity to be produced after the original publication of the book, or even after the 
author’s death. 
 The verbal and visual modes tend to be more closely linked in hybrid texts; in 
illustrated fiction words and images ‘stand side by side,’ usually on separate pages, although 
occasionally they feature more complex arrangements of words and images on the same page 
(Schiff ibid). According to Schiff (ibid), much illustrated fiction does not ‘substantially 
challenge a novelistic reading practice.’ Illustrations are not always an integral part of the 
narrative because, as Sadokierski (2010, 25) argues, they ‘can be added or removed in 
different editions without significantly affecting comprehension of the story. The illustrations 
are supplementary additions to the primary text.’ Similarly, Schiff (1998, 113) states that 
‘illustrations are commonly defined as incidental additions to the words which re-present or 
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repeat aspects of the written material. While [illustrations] create a different affect for the 
work, and aid the reader’s imagination, they do not significantly add to the work’s 
interpretation, but mostly reify the author’s words in image form.’ This is similar to A. 
Kibédi Varga’s (1989, 37) ‘word-and-image morphology,’ in which she distinguishes 
between ‘identity’ and ‘separateness.’ Varga (ibid) states that ‘in the first case, word and 
image merge completely; in the second, the two parts are distinguishable.’ Separateness 
characterises most illustrated fiction, whereas identity is crucial to hybrid texts. In Chapter 5 I 
will discuss in more detail the differences between how traditional illustrations and the 
graphic devices in hybrid texts relate to the storyworld. 
 There is obviously a fine line between typographic devices and images. For example, 
many of the images that appear in hybrid texts contain words or punctuation. Sadokierski 
(2010, 146) uses the term ‘typo-graphic’ to describe a device, in Steven Hall’s novel The Raw 
Shark Texts (2007), which consists of a picture of a shark formed by letters. She argues that 
this device ‘is typographic in the sense that the shape is formed by letters and punctuation 
marks, but also illustrative because it “reads” as a picture of a shark, rather than a piece of 
writing’ (Sadokierski, ibid). K. Weidemann (quoted in Stöckl 2005, 207) uses the term 
‘typopictoriality’ to describe this. Andreas Stötzner (quoted in Stöckl 2005, 207) argues that, 
even though visual images tend to be more complex and figurative than text, ‘a neat dividing 
line cannot be drawn’ between pictorial and verbal signs. This is partly due to the difficulty 
of establishing a definition of images (Mitchell 1986, 9). 
 Other forms that combine text and graphic devices include: graphic novels, children’s 
picture books, artists’ books, altered books, visual artworks with text, concrete/visual poetry, 
non-fiction and hypertexts. For descriptions of most of these, and the ways in which they 
differ to hybrid texts, see Sadokierski (2010, 213), Fjellestad (2010, 12) and Lefévre (2010, 
35). Hybrid texts are less well-known than most of these forms, particularly graphic novels 
and picture books. This is because graphic novels and similar media have already established 
a popular niche within the publishing world, whereas hybrid texts are still a relatively rare 
and ill-defined medium, and many of them have not received much critical attention (Lefévre 
2010, 35). Many critics have pointed out that typography’s potential for meaning-making is 
often overlooked: ‘it is remarkable ... how little attention is given to such typographical 
devices in stylistics’ (van Peer 1993, 51). Nina Nørgaard (2009b, 141) argues ‘there is a 
general tendency in literary criticism to disregard the semiotic potential of typography in 
literature by focusing monomodally on word-meaning only,’ and that this disregard is 
reflected by the choices made in the production of literary works. Sillars (1995, 2) makes a 
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similar observation about the illustrations that appeared in many canonical works of Victorian 
literature: ‘mainstream literary study has resolutely refused to accept the visual dimension of 
such texts.’ Schiff (1998, 20) and Short (1999, 306) point out that unconventional typography 
is often associated with poetry instead of prose. This may be because poetry, in which white 
space plays a significant role, is often more aware of its spatial element, and more focused 
around verbal imagery, than prose (although some hybrid texts, such as Roberto Bolaño’s 
The Savage Detectives (2007) and Deborah Levy’s Swimming Home (2011) include concrete 
poems). However, graphic devices are beginning to receive more attention now that some 
hybrid texts, such as Jonathan Safran Foer’s Extremely Loud and Incredibly Close (2005) and 
Jennifer Egan’s A Visit from the Goon Squad (2010), have become mainstream, prize-
winning bestsellers. 
  I will briefly mention the differences between hybrid texts and artists’ books, as there 
is some slippage between these terms. According to Sadokierski (2010, 214), artists’ books 
tend to privilege materiality—the physical nature of the book as object—and in terms of 
length and written content often do not fall into the category of novels or short story 
collections. Unlike artists’ books, hybrid texts rarely experiment with their material aspects, 
so, for reasons of scope, I will not focus on the meaning potential of materiality in my 
analysis. Children’s literature seems to utilise materiality much more than adult books, 
employing holograms, pop-ups and so on. 
  However, I will provide a few examples of material experimentation in adult printed 
literature to give a basic idea of its potential. For example, certain editions of Salvador 
Plascencia’s The People of Paper (2005), B.S. Johnson’s Albert Angelo (1964) and Jonathan 
Safran Foer’s Tree of Codes (2010) feature rectangular holes cut out of the paper. William H. 
Gass’s Willie Masters’ Lonesome Wife (1968) includes a variety of paper colours or textures, 
and Julian Barnes’s A History of the World in 10½ Chapters (1989) uses unusual paper folds 
to incorporate a full-colour fold-out of The Raft of the Medusa. J.C. Hutchins’s and Jordan 
Weisman’s crime thriller Personal Effects: Dark Art (2009) includes other media, such as a 
hospital bracelet and ID card, within a small box attached to the cover. Finally, B.S. 
Johnson’s novel The Unfortunates (1969) experiments with the structure of the book itself by 
placing the individual chapters inside a box instead of a spine.  
 On the other hand, some hybrid texts encourage the reader to physically interact with 
or manipulate the book: Steven Hall’s The Raw Shark Texts (2007) and Jonathan Safran 
Foer’s Extremely Loud and Incredibly Close (2005) include flipbooks; John Barth’s Lost in 
the Funhouse (1968) asks the reader to cut out, fold and glue one of the pages; Donald 
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Barthelme’s novel Snow White (1967) includes a questionnaire about the story; and Elena 
Mauli Shapiro’s 13, rue Thérèse (2011) features QR codes for the reader to scan (see 
Kingston 2004 for a discussion of such ‘active’ devices). In all of these instances the physical 
aspects of the book itself contribute to meaning. Many of these techniques cannot be 
reproduced in digital forms such as eBooks, and therefore assert the relevance of the physical 
book as a creative artefact. Material experimentation could become more prevalent as eBook 
sales continue to increase and printed literature is aimed at more specific audiences. 
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Fig. 2: QR codes in Elena Mauli Shapiro’s 13, rue Thérèse (2011, 275) 
 
 I have identified approximately 270 adult, literary hybrid novels and short story 
collections (for the full list, see Appendix 1). I discovered some of these in previous critics’ 
discussions, particularly Sadokierski (2010), White (2005) and Federman (1975). Others I 
found by searching through libraries, bookstores and the Internet (Pitts 2013). This is by no 
means a complete list but it is comprehensive and representative enough to give an idea of the 
range of hybrid texts. These examples are taken from all over the world, although most of 
them are English-language texts or translations (for a discussion of hybrid texts and 
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translation see Levenston 1992). The following graph shows the number of hybrid texts 
published annually for the last 90 years, since what is arguably the first hybrid text of the 
twentieth century, James Joyce’s Ulysses (1922):  
 
 
Fig. 3: Hybrid texts from 1922 to 2012 
 
 This graph reveals a surge in graphic devices as part of the 1960s and 70s avant-garde, 
with authors such as Christine Brooke-Rose, Ann Quin and Ronald Sukenick. It also 
demonstrates a considerable increase in hybrid texts over time, particularly since the year 
2000; approximately half of the hybrid texts I have found were published in the new 
millennium. Colour printing is more expensive, so the majority of these books are printed in 
black and white. Only a handful of authors regularly use colour in their work: Nick Bantock, 
Mark Z. Danielewski, Jonathan Safran Foer, Barbara Hodgson and Graham Rawle. On the 
other hand, many writers use visual devices in more than one of their books, such as Yann 
Martel, Xiaolu Guo, Chip Kidd, Rick Moody, Karen Tei Yamashita and Tiffany Murray. 
Other writers employ graphic devices in all of their works; these include Jonathan Safran 
Foer, Mark Z. Danielewski, Steve Tomasula, Charles Yu, B.S. Johnson and Graham Rawle. 
This demonstrates that many writers consider graphic devices to be an important aspect of 
their work. The visual dimension of these writers’ books can help define their authorial style 
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as they return to and develop it throughout their career.  
 Many publishing houses have also published multiple hybrid texts, such as 
Bloomsbury, Jonathan Cape, Faber and Faber, Harcourt, Random House, Dalkey Archive 
Press, Pantheon, and New Directions. A few smaller publishing houses, such as Chronicle 
Books, The Publishing Lab and Visual Editions, specialise in hybrid texts and similar forms 
such as artist’s books. For example, the Visual Editions website states that they publish books 
with ‘visual writing’: ‘writing that uses visual elements as an integral part of the writing 
itself’ (Visual Editions 2012). The company’s founders wondered why there was such a 
divide between literary works and art/design books, when visual communication has become 
an important part of everyday life: ‘We believe this visual everydayness adds to the way we 
read, it adds to the way we experience what we read and the way we absorb and understand 
the way stories are told’ (ibid). Similarly, The Publishing Lab, a teaching press and research 
project founded in 2011 at the UNCW Department of Creative Writing, ‘focus[es] on hybrid 
books, visual writing and multimodal narratives’ (The Publishing Lab, 2013). Their website 
features a number of master’s projects by graphic designers, describing how they 
incorporated visual elements into existing novels (see Casonata 2013, Hernandéz 2013 and 
Stevenson 2013). Clearly, publishers are beginning to recognise the literary value and 
commercial potential of hybrid texts. 
 The terms authors and publishers use to describe hybrid texts reveal how they view 
their work. Scott McCloud (1993, 9) discusses this in relation to graphic novels. Some hybrid 
texts have the subtitle ‘A Novel’, such as Melanina G. Mazzucco’s Vita: A Novel (2005) and 
Elena Mauli Shapiro’s 13, rue Thérèse: A Novel (2011). This is in keeping with the 
discussion above about hybrid texts representing a trend or shift in contemporary writing 
rather than a genre in and of themselves. However, some authors explicitly draw attention to 
the hybrid nature of their work. This is often done through the use of subtitles, as in Raymond 
Federman’s 1971 novel Double or Nothing (‘A Real Fictitious Discourse’); Umberto Eco’s 
2005 novel The Mysterious Flame of Queen Loana (‘An Illustrated Novel’); Andrew 
Losowsky’s 2009 story collection The Doorbells of Florence (‘Fictional Stories and 
Photographs’); and Robert Olen Butler’s 2004 collection Had a Good Time (‘Stories from 
American Postcards’). Sometimes these labels are changed over time, which could reflect a 
strategic move by the author or publisher, or confusion about how to market the work. For 
example, Barbara Hodgson’s novels Hippolyte’s Island (2002), The Lives of Shadows (2004) 
and The Sensualist (1998) are all subtitled, ‘An Illustrated Novel,’ but her earlier work The 
Tattooed Map (1995), also hybrid, is subtitled ‘A Novel.’ The original edition of Graham 
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Rawle’s Woman’s World (2005) is subtitled ‘A Novel,’ while a later version (2006) is 
subtitled ‘A Graphic Novel.’  
 Similarly, Italo Calvino’s The Castle of Crossed Destinies (1977), Jonathan Safran 
Foer’s Tree of Codes (2010), Graham Rawle’s Woman’s World (2005) and Steve Tomasula’s 
IN & OZ (2003) include meditations by the authors on their writing process. John Barth’s 
collection Lost in the Funhouse (1968) and Mark Z. Danielewski’s Only Revolutions (2006) 
include brief notes advising readers on how the stories should ideally be navigated and read. 
Finally, Dave Eggers includes the following note on the copyright page of his autobiography, 
A Heartbreaking Work of Staggering Genius (2000), defending its use of typographic 
devices: 
 
The author wishes to reserve the right to use spaces like this, and to work within them, 
for no other reason than it entertains him and a small coterie of readers. It does not 
mean that anything ironic is happening. It does not mean that someone is being pomo 
or meta or cute. It simply means that someone is writing in small type, in a space 
usually devoted to copyright information, because doing so is fun. It has no far-
reaching implications for the art nor does it say anything of importance about the 
author or his contemporaries or his predecessors, or successors. In general, not 
everything that is new is trendy; not everything that is different is gimmicky; not 
everything that is truthful must fall within well-known formal parameters. The goal is 
to have fun and push forward, no? Let us do that. 
  
 Eggers’s note is more playful than some of the other authors’ reflections, but they all 
draw the reader’s attention to the materiality of the book and the nature of reading. They also 
reveal how these authors view the role of the visual in their own work: most let the reader 
discover and interpret graphic devices for themselves, but the ones listed above demonstrate 
an active engagement with the perception of hybrid texts, and in some cases the need to 
position their readers towards them in terms of genre or the visual techniques used. This 
suggests that some authors might consider their work to exist outside of traditional categories 
or genres. Overall, these humorous, defensive or explanatory notes within the hybrid texts 
themselves suggest some authors or publishers may be unsure about how these devices will 
be received, or where they sit within the wider body of literature.  
 
3.2.1 The History of Hybrid Texts 
The synthesis of words and images is not a new phenomenon. Jeanne Ewert (2005, 72) 
observes that ‘the use of graphic forms to present narrative dates back to earliest human times 
[and] media resembling what we today call comics have existed at least since the invention of 
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the printing press.’ Van Peer (1993, 53) traces concrete poetry back to Greek Bucolic poetry 
from the fourth and third centuries BC. He states that experiments with typography are 
‘recorded throughout literary history’ (van Peer 1993, 52), and many examples can be found 
in ‘the literature of the Romans, early Christianity, and early mediaeval literature. Moreover, 
they were also very popular in the sixteenth and seventeenth centuries’ (van Peer 1993, 54).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 4: Graphic device from Laurence Sterne’s Tristram Shandy (1767, 445) 
 
 There is a strong tradition of illustrated fiction in the West: ‘by the mid-1860s, the 
illustration was firmly established as a part of the narrative structure of the novel’ (Sillars 
1995, 30). Reading was ‘socially quite pervasive,’ so ‘the combination of printed text and 
single visual image was one of the dominant cultural modes of the time’ (ibid). In this period 
comics and picture books were also being printed, for the first time, on a major scale (Lefévre 
2010, 36). Some of the most famous examples of text-image experiments from the eighteen 
and nineteenth centuries include William Blake’s self-published book of illustrated poems, 
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Songs of Innocence and of Experience (1794), and William Morris’s A Book of Verse (1870). 
This predominance of illustration in the nineteenth century led Darragh McManus (2011, 1) 
to reflect, in an article for The Guardian called ‘What became of illustrations in fiction?’, on 
the relative lack of ‘graphic elements’ in contemporary literature. He reveals that he is 
himself working on a crime novel with a ‘significant graphic element’ and encourages other 
authors to take advantage of visual devices’ potential: ‘the world is your pictorial oyster’ 
(ibid). In the Far East, on the other hand, calligraphy has ‘always been considered as the 
necessary communication between painting and poetry’ (Michel Butor quoted in Schiff 1998, 
6).  
 However, van Peer (1993, 49) observes that typographic experiments are not 
‘distributed evenly’ throughout history, and that while some of them become part of the 
literary canon, others are soon forgotten. Van Peer (ibid) suggests this is because 
‘foregrounding devices are themselves—in their being used—constantly prone to erosion, 
[so] literary history consists in the permanent relief of ever new devices.’ He (ibid) compares 
the history of typographic experimentation to that of linguistic devices: 
 
[Martindale’s] linear model suggests that poets have (during the past centuries) come 
up with, for instance, ever bolder metaphors… [but] instead of a linear increase in the 
boldness of typographic experiments, we find a historical discontinuity, in that pattern 
poems ... are not evenly distributed across all historical periods. And although one 
may concede perhaps that the nineteenth and twentieth centuries have produced more 
audacious experiments in this respect, the most remarkable thing remains their uneven 
popularity over time.  
 
This is partly caused by a number of literary and socio-historic factors. For example, concrete 
poems seem to become more popular during periods of social or political upheaval (van Peer 
1993, 58).  
 Van Peer (1993, 57-58) concludes his study by suggesting that, for a text to survive in 
literary history, ‘there must be a fine tuning of, on the one hand its typographic qualities, and 
on the other hand the semantic/thematic structure of the text.’ In other words, writers who 
hope to create successful hybrid texts need to develop their graphic devices in tandem with a 
story that has been carefully constructed in its own right. I will discuss this issue more in my 
self-reflection (p. 125). Another explanation for the uneven distribution of hybrid texts 
throughout history is their relationship with printing technology. 
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3.2.2 Hybrid Texts and Technology 
Graphic devices in fiction are limited by the restrictions of printing technology, so 
unconventional typography seems to proliferate in periods where communication media 
change dramatically (van Peer 1993, 59). In particular, van Peer (ibid) identifies the transition 
from oral to written culture in Ancient Greece, the invention of the printing press in the 
sixteenth century, and the rapid increase in literacy at the end of the nineteenth century as 
coinciding with increases in typographic experimentation. He also links playful typography to 
an increasing amount of new media, such as the typewriter (1874), the gramophone (1894), 
film (1895) and radio (1917). Therefore, Schiff (1998, 6) suggests that, rather than a 
chronological or geographical ‘development in book production from an emphasis on the 
word to an emphasis on the image,’ ‘the emphasis on word or image depends on 
technological capacity of the moment as much as on aesthetic context or authorial intention.’ 
 The invention of the printing press changed the way people viewed the written word 
because it suggested that words were objects; the metal units of type exist before the words 
themselves are printed. Print also ‘locks words into position’ (Ong quoted in Schiff 1998, 17) 
within the space of the page: language became linked to the manufacturing process because 
each letter was cast on its own separate piece of metal. So strong was this influence that, even 
though letterpress printing has rarely been used since the twentieth century, it still affects the 
layout of printed texts, which carry ‘the legacy of being fixed firmly into place’ (Schiff 1998, 
17). Even though the printing press produced a huge increase in the number of books being 
distributed, it also placed some restrictions on the way text and images were reproduced: 
‘while in [hand-written] manuscripts images and words could be fluently combined, with the 
printing press both needed (for centuries) a separate printing process’ (Lefévre 2010, 41). 
 Developments in printing methods can encourage the growth of new literary 
movements. McGann (1993, 20) suggests that ‘twentieth-century poetry in English is a direct 
function and expression of the Renaissance of Printing that began in the late nineteenth 
century,’ and David Cundy (1981, 349) shows how advances in printing technology led to the 
development of Italian Futurism. In 1993, van Peer (59) accurately suggested that, because 
‘new media require new forms for dealing with language and literature ... one should expect 
in the near future, related to the growth in the use of personal computers for word processing, 
as well as the increasing accessibility and sophistication of photocopying techniques, a new 
boom in typographic foregrounding.’  
 As Jonathan D. Polk (2009, 1-2) observes, it has only been in the last decade, since 
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the publication of Mark Z. Danielewski’s House of Leaves (2000), that ‘more books seem to 
rely on this heightened sense of their own materiality in order to create meaning.’ The 
inclusion of graphic elements in fiction is becoming increasingly common, aided by 
developments in digital technology, and the increasing popularity and acceptance of 
hypertexts and eBooks (Sadokierski 2010, 217).  
 The study of graphic devices in literary texts has become particularly important in 
today’s changing media economy, where more authors are self-publishing on the web, in the 
form of blogs or hypertexts, which involves making decisions about typographic elements 
such as page layout, typefaces and colour. The majority of authors also use word processors 
and desktop publishing, which means that ‘we make a myriad of typographic decisions each 
time we produce a text, or we tacitly approve the decisions we allow the software to make for 
us’ (Gutjahr and Benton 2001, 1). As Frank Moorhouse (2005) observes, many of the 
typographic devices in recent texts could possibly have been achieved with a typewriter or an 
adventurous printer, but word processors encourage experimentation because layout can be 
changed quickly and easily, and, most importantly, it can be changed back. Stöckl (2005, 
213) observes that 
 
... we have all become our own typographers as we handle our documents from start 
to finish ... In doing so we develop our own tastes, designs and rules, thus shaping a 
new domain of un- or semiprofessional lay-typography, but more often than not we 
simply lack sound knowledge and much-needed skills. Systematic thinking about the 
semiotic nature of typography can help to underpin and guide the didactic reworking 
and popularization of a body of knowledge which up to now has been used by 
professionals mainly as a prescriptive checklist and not as a tool for the enablement of 
the typographically semi-literate. 
 
The study of word-image hybrids is clearly ‘an increasingly valuable framework’ in an age 
when computers are once again changing the form of the book (Schiff 1998, 26). 
 Multimodality theory also explores how technological shifts shape artistic practice. 
For example, Baldry and Thibault (2006, 91) argue that ‘new technology affords new 
possibilities for multimodal meaning making,’ and Kress and van Leeuwen (2001, 36-40) 
discuss how social and historical factors influence the use of modes in a given time and place. 
Using Kress and van Leeuwen’s (2001, 122) terminology, hybrid texts could be seen as an 
‘aggregation’ of creative practices: the once separate tasks of writing and graphic design 
‘have been brought together into a new aggregation, performed by one individual.’ 
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3.3 PREVIOUS APPROACHES 
Now that I have given a broad overview of the history and range of hybrid texts, I will survey 
previous critical approaches to the form. Scholars from a variety of disciplines have 
considered the interplay of words and images in hybrid texts. To give a clear idea of the range 
of these studies, I will group them according to discipline: semiotics, narratology, visual 
design and intermediality. I will outline each critic’s theoretical lens; break down their 
taxonomies of hybrid texts, graphic devices and word-image relations; and critique their 
methods of analysis in order to demonstrate the gaps to which my own analytical method will 
respond. I will relate each new group of critics to those previously discussed and describe the 
parallels or complementary elements between them. Finally, I will discuss the critics’ calls 
for new or more developed approaches. 
 
3.3.1 Semiotics 
The following critics can loosely be described as performing a semiotic analysis of, or 
applying certain semiotic concepts to, hybrid texts: E.A. Levenston, Karen Schiff, Glyn 
White, Stuart Sillars, Matthew Kingston and Teri Reynolds. Of course, these theorists’ 
approaches differ in certain key respects, and some of them draw on other areas as well, but 
for the purposes of this literature review I have decided to group them around this common 
thread. Multimodality theory is very closely associated with semiotics, and in particular 
social semiotics; some of the critical approaches in this category therefore have the most in 
common with my own.    
 E.A. Levenston is one of the first literary theorists to argue that visual elements play a 
significant role in the construction of meaning in literary narratives. Levenston (1992, 6) 
states that it is possible to 
 
define the scope of graphicology [graphic devices] by way of semiotics, the study of 
sign-systems in general rather than language in particular. For the semiotician a book 
conveys messages at many levels in addition to the linguistic meaning of the text ... 
Graphicology takes its place as one level of semiotic organization in this totality of 
meaning-systems, linguistic and non-linguistic, that constitute a book.  
 
The idea that language can be understood as only one mode amongst many is the basis of 
multimodality theory, as I will discuss in the next chapter. Levenston (1992, 7) also draws on 
the work of linguist J.R. Firth, who suggested that ‘meaning was conveyed at all levels of 
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linguistic organization—graphic, phonological, grammatical, lexical, and contextual—and 
not merely by the choice of words. Whenever there is a choice—at any of these levels—it 
must by definition be meaningful choice. The total meaning of a text comprises all the 
meanings conveyed at all the levels.’ Again, this is similar to the way multimodality scholars 
analyse the semiotic potential of all communicative modes and their interaction.  
 Because Levenston’s study is ground breaking and with few precedents, it is quite 
general: he dedicates chapters of his book to speech and writing, alternative spellings, 
punctuation, typography, layout and the translation of hybrid texts. His discussion of these 
elements is necessarily broad and foundational. For example, his discussion of typography is 
limited to the historical use of italics and unconventional typefaces, and his discussion of 
layout is mainly concerned with genre, such as the differences between fiction and non-
fiction. Levenston does not discuss visual images, as he seems to be mainly concerned with 
the arrangement of words. Most of his examples are drawn from concrete poetry, although he 
also analyses Laurence Sterne’s Tristram Shandy (1767) and short stories by John Barth and 
Ronald Sukenick. Levenston’s (1992, 92) study was written before the surge of hybrid texts 
in the late nineties and early 2000s, so he is not able to discuss the influence of word 
processing or desktop publishing on hybrid texts. Overall, Levenston (1992, 2) describes his 
study as ‘necessarily more of an anthology than a theoretical statement.’ 
 However, Levenston (1992, 3) does suggest that graphic devices can be divided into 
two categories: additive and non-additive. Additive devices provide new information that is 
not revealed in the written text, while non-additive devices reflect, clarify or mystify existing 
information. This is very broad and does not account for the many complex ways that words 
and images interact in contemporary hybrid texts. I will therefore use Levenston’s taxonomy 
as a foundation when I discuss links between prose and graphic devices as part of my own 
analytical method. I also aim to expand on Levenston’s account by employing visual design 
grammars (see Chapter 4, p.52), which provide a system for analysing how all of the 
elements of images and typography, not just their links to the linguistic text, construct 
meaning. Finally, Levenston considers each element—spelling, punctuation, typography and 
layout—separately. I aim to build on this by suggesting a method for analysing how all of 
these interact to create meaning in a particular text.  
 Four years after Levenston, Karen Schiff produced a study of how graphic devices 
affect reader immersion. Schiff (1998, 1) argues that ‘in the standard print novel, all visible 
elements of the book facilitate the reader’s absorption in the linguistic text,’ but hybrid texts 
defamiliarise the very act of reading by highlighting the visual appearance of language and 
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the material nature of the book. Conventional typography is designed to be transparent, so as 
not to distract the reader. Readers often forget that they are reading: they are not conscious of 
the mechanical processes of turning the pages and scanning the lines. The material object of 
the book essentially becomes invisible, which makes the reading experience consistent and 
continuous. Print novels are therefore ‘dominated by the linearity of linguistic sequence’ 
(Schiff 1998, 2). All pages are designed to look the same, and require the same eye 
movements. Books are constructed around the linear, temporal nature of language, and, as a 
result, critics rarely study the effects of the spatial or visual on reading.  
 On the other hand, hybrid texts self-consciously defamiliarise traditional models of 
reading, and readers  
 
must develop a new way of moving through the book, which changes the rhythm of 
reading (in real time and imaginary time). One result ... is a loss of the reader’s 
absorption in the narrative. On the whole, however, these composers enrich the 
overall significance of the narrative by investing all elements of the book with 
expressive potential (Schiff 1998, 6).  
 
Schiff examines this process in Laurence Sterne’s Tristram Shandy (1767), Virginia Woolf’s 
short story Kew Gardens (1919), and two artists’ books: Tom Phillips’s A Humument (1970) 
and Janet Zweig’s Sheherezade (1988). 
 Schiff (1998, 6) also provides historical context for the analysis of verbal and visual 
modes, arguing that hybrid texts are situated ‘within a centuries-old theoretical discussion of 
the relations between words and images.’ Since Gotthold Ephraim Lessing in the late 
eighteenth century, many studies have treated the two modes as separate, resulting in 
superficial comparisons between them, but Schiff (1998,8) argues that there is also ‘ample 
historical precedent for their joint consideration.’ For example, she cites the writing of 
Aristotle and Horace, in which ‘poetry and painting ... form analogies for each other instead 
of being treated as irremediably separate ... there is a relation between word and image that 
lets the philosophers use one mode to modify their discussion of the other’ (1998, 9). 
 The key theorist Schiff draws on is W.J.T. Mitchell (quoted in Schiff 1998, 10), who 
argues that considering words and images as separate risks implying that the relationships 
between them are limited to a ‘strategy of comparison/contrast that ignores other forms of 
relationship.’ Mitchell (quoted in Schiff 1998, 11) therefore proposes three terms: 
‘image/text’, ‘imagetext’ and ‘image-text.’ Image/text designates a ‘problematic gap, 
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cleavage or rupture in representation’; imagetext refers to ‘composite, synthetic works (or 
concepts) that combine image and text’; and image-text ‘designates relations of the visual 
and verbal’ (ibid). Schiff argues that ‘image/text’ can be found within the two other forms: it 
‘underlies all interdisciplinary considerations. There can be no image-text without image/text, 
because there can be no “relations” between modes without some basic connections’ (ibid). 
Overall, Schiff (ibid) applies Mitchell’s description of William Blake’s poetry to hybrid texts 
in general: ‘an ever-changing array of “visual-verbal independence and interplay” ... Word 
and image are both separate and joined; they have distinct characteristics but can work 
together.’ 
 Schiff’s (1998, 14) analysis of hybrid texts is also based around the material nature of 
the book itself, such as the physical qualities of its paper and binding. In this respect she 
builds on the work of Jerome McGann, who argues for the inclusion of extralinguistic 
elements in the analysis of poetry. She (1998, 16) argues that book design and production are 
a ‘social as well as a literary practice’ and her analysis takes into account the ‘the relations 
between writers and composers as significant factors in the production of literary meaning. 
The work of composing the material book comes into the foreground, but always with 
reference to the literary text.’ This is the main point from which Schiff’s approach diverges 
from mine, as I do not include material elements in my analysis; I focus solely on the verbal 
and visual modes. Schiff’s analysis features a great deal of information about the author, the 
process of creating and printing the book, and the author’s relationship with the illustrator or 
book designer. This means that her focus tends to shift throughout, occasionally clouding the 
analysis of the graphic devices themselves. 
 Compared to Levenston, Schiff focuses more on the ways visual and material 
elements shape the reading experience within particular texts. Her study provides a valuable 
comparative analysis of conventional book design and hybrid texts, which informs my 
analysis of the specific ways that graphic devices subvert conventions (see Chapter 5, p.58). 
Schiff’s work also made me consider the potentially disruptive or even distracting effect of 
the graphic devices I employed in my own creative work. Ultimately, Schiff (1998,1) argues 
that ‘readers or critics of these works must either become familiar with new frameworks for 
combining words, images, and materiality, or risk missing a fuller sense of textual 
significance.’ 
 Like Schiff, Glyn White (2005, 10-11) applies Viktor Shklovsky’s concept of 
defamiliarisation to hybrid texts. However, even though he asserts that graphic devices 
defamiliarise the appearance of the page, White (ibid) argues that they do not ‘merely serve 
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to remind us that we are reading a book. By increasing the difficulty of perception, and 
enforcing the expenditure of extra time in order to understand a passage ... they may also 
supplement, broaden and multiply it.’ White (2005, 206) states that the mimetic potential of 
graphic devices has often been overlooked by postmodernist criticism in favour of their 
defamiliarising or self-reflective qualities. Hybrid texts ‘incidentally defamiliarise’ 
conventional book design, but they are also ‘directly mimetic’ and add to the 
‘representational qualities’ of the narrative (ibid). In other words, when readers encounter 
unexpected devices in hybrid texts, they rely on ‘the normalising impulse that attempts to 
assimilate what does not initially fit into an established pattern’ (White 2005, 19). As a result, 
‘disruptions of the conventional graphic surface are soon assimilated into the fictional world’ 
(White 2005, 20). The difficulty and amount of time required to interpret graphic devices is 
finite and surmountable.  
 In order to analyse how graphic devices contribute to mimesis, White (2005, 1) 
attempts to ‘construct a vocabulary for the literary study of graphic textual phenomena.’ He 
provides a one-page demonstration of page layout, including: head, foot, gutter, verso, recto, 
margin, text area, type size, line length, serif, bold, italic and indent (White 2005, 5). 
However, White does not suggest a system for analysing the potential meanings of these 
typographic elements: he does not give the reader a clear sense of how they can be used to 
influence the reader’s understanding. I will attempt to address this gap by using typographic 
and visual design grammars that systematise the semiotic potential of graphic devices (see 
Chapter 4, p.52). 
 Stuart Sillars (1999, 71) does not technically focus on hybrid texts: his analysis is of 
the ‘temporal patterns’ created by image-text relationships in illustrated short stories from 
Victorian magazines. However, given my interest in short stories and certain similarities 
between the function of images in these stories and in hybrid texts, my approach is influenced 
by some of his ideas. Sillars (1999, 72) argues that a ‘typology of illustration must 
incorporate several dimensions,’ including: the selection of an appropriate moment for 
illustration, the physical placement of the image within the text, how the verbal text is 
represented by the visuals, what the visuals add to the verbal text, the style and viewpoint 
within the illustrations, and finally their effect on the reading experience. I have not found a 
discussion of hybrid texts that considers viewpoint in visual devices the way that Sillars does, 
and I will attempt to address this in my own analysis of images. 
 While analysing how the visuals add to the verbal text, Sillars draws on Barthes’s 
concepts of anchorage and relay to determine whether information is first revealed in the text 
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or the illustration, and which can be considered dominant at any given moment. This is 
similar to Levenston’s taxonomy of additive and non-additive devices, although it also 
considers the sequencing of information and the fact that written text may not always be the 
dominant form. These ideas will also inform my discussion of the links between graphic 
devices and linguistic text in Chapter 5 (p.58).  
 Matthew Kingston (2004, 1) focuses solely on the function of images in literature, 
arguing they have been almost completely overlooked. Like Schiff, he draws on Mitchell’s 
concepts of image/text, imagetext and image-text, as well as Barthes’s anchorage and relay. 
Similar to the multimodality theorists I discuss in Chapter 4 (p.46), Kingston argues that 
‘images can be read, much like text, and are able to convey vast amounts of information that 
is critical to the entire text’ (2004, 2). However, Kingston (2004, 1) warns that critics must be 
careful when making conclusions about how images function, because they are more ‘open-
ended’ than language and can be interpreted in many different ways. He (ibid) therefore 
states that ‘each image has the potential to be different from all other images ... In examining 
images, each will have its own set of circumstances and rules with respect to how it should be 
read and interpreted within the framework of the text.’ Rather than developing an analytical 
tool that can be applied to images in a range of texts, Kingston only makes claims about 
individual images within particular narratives. Multimodality theory attempts to address this 
gap by developing a method for analysing the elements of visual design in a similar way to 
language, so it can be applied in a wide variety of contexts. Kingston’s study, however, is a 
useful foundation, because it establishes some ‘basic techniques’ for analysis, and prepares 
readers to examine images and understand that they play an important part in meaning-
making. In particular, Kingston focuses on the way images are described or introduced by the 
written text, which informs my discussion of captioning in Chapter 5 (p.58).  
 Teri Reynolds (1998, 1) uses Einstein’s theory of relativity (which involves the 
unification of space and time) as a metaphor for understanding the unification of words and 
images in hybrid texts. Reynolds (ibid) argues hybrid texts ‘establish a new aesthetic of 
“spacetime”’ that renders Lessing’s distinction between words and images obsolete.’ 
Although Reynolds does not mention it, this concept is very similar to Mikhail Bakhtin’s 
(1981, 84) ‘chronotope,’ which is also based on Einstein’s theory and refers to the ‘intrinsic 
connectedness of temporal and spatial relationships that are artistically expressed in 
literature.’ Reynolds’s reference to space-time is apt because it recognises that in hybrid texts 
the verbal and visual modes are fused together and function as a whole. However, this is 
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mainly used as a metaphor to help conceptualise and understand hybrid texts; it does not 
serve as an analytical template.  
 
3.3.2 Narratology 
Critics who apply concepts from narrative theory to word-image interplay in fiction include 
Joanna Drucker and Mick Short. I will discuss narratology in relation to multimodality theory 
in Chapter 4 (p.46), when I describe Wolfgang Hallet’s ‘multimodal narrative analysis’ of 
hybrid texts. 
 Drucker (2008, 122) suggests ways to ‘conceive of the role of graphic devices as an 
integral dimension of narrative texts.’ Although she draws examples from artists’ books and 
graphic novels as opposed to hybrid texts, her main argument that graphic devices are 
‘available for analysis and interpretation if we can attend to their particulars through an 
appropriate descriptive language’ (ibid) can equally be applied to hybrid texts. However, 
Drucker (2008, 124) goes on to explain that ‘trying to describe this graphic armature with a 
terminology from narrative theory stretches the critical vocabulary.’ In other words, Drucker 
identifies a need to analyse the function of graphic devices within narrative, but suggests that 
narratology may need to incorporate theories from other areas in order to do so.  
 She focuses on two kinds of meaning that graphic devices contribute to narrative: 
navigational (syntactic) and narrative (semantic). The first kind of meaning encodes ‘models 
of reading, and the means of navigating a textual environment’ (Drucker 2008, 123). The 
navigational function is fulfilled by conventional typographic devices as well, such as page 
numbers, chapter headings and contents pages. Drucker (2008, 121) argues that such devices, 
by contributing to navigation, also produce semantic meaning: ‘by their hierarchy, 
arrangement, organization, and other features ... [they] contribute to the production of the 
narrative in substantive ways.’ In other words, ‘graphic devices that appear to constrain 
discourse functions also contribute to the chronological experience of events’ (ibid). Here she 
draws on Sillars’s article, discussed above, citing his argument that the ‘graphic placement of 
the images plays a crucial part in the way they produce meaning within the text ... the 
structuring effect of the layout [is] an integral feature of narrative production’ (Drucker 2008, 
122). Based on these ideas, I discuss the meaning potential of the ordering, arrangement and 
framing of graphic devices in Chapter 5 (p.58).  
 Elsewhere, Drucker (quoted in Kingston 2009, 14) states that ‘unlike language, in 
 Chapter 3: Literature Review 34 
which words, letters, phonemes, and morphemes have clearly defined identities and where 
rules of grammar and syntax are at least identifiable, the visual domain has no set rules for 
defining what elements within an image are “signs” and which are not and what the grammar 
of their relations might be.’ In other words, ‘their value cannot be determined through the 
finitude of a systemic structure’ (Drucker quoted in Kingston 2009, 20). This is exactly the 
gap that multimodality theory seeks to fill by borrowing the concept of a systemic functional 
grammar from linguistics and applying it to visual design, allowing the meaning potentials of 
typography and images to be systematised (see Chapter 4, p.52). 
 Drucker is the main proponent of a narratological approach that also takes visual 
elements into account. However, Mick Short (1999, 305) also discusses the relationship 
between what he terms ‘graphological deviation’ and shifts of viewpoint, as well as the 
narratological concepts of focaliser and reflector, in Irvine Welsh’s Marabou Stork 
Nightmares (1995). Short (ibid) argues that the typographic devices in this novel act as both 
‘markers of style shifts’ that enable the reader to navigate between multiple levels of 
narration, and ‘a symbolic representation’ of these shifts. Short’s overall argument that 
graphic devices can play both navigational and symbolic roles is similar to Drucker’s 
discussion of syntactic and semantic meaning. 
 
3.3.3 Visual Design 
Zoë Sadokierski (2010, 10) focuses on the ‘aspect of Visual Communication Design that 
offers a unique perspective on word-image interplay [in hybrid texts].’ She (2010, 7) argues 
that a design perspective is ideal for the study of hybrid texts because the techniques they use 
are ‘unconventional for literary studies, but not for design.’ However, she also points out that 
authors of hybrid texts are ‘writing in a designerly way—either as the image-maker or in the 
capacity of art director. Therefore, this phenomenon does not offer a new space for the design 
practitioner to enter. It is a space in which authors borrow rhetorical techniques from 
designers’ (ibid). Since the majority of hybrid texts are produced by a single author, it could 
be argued that literary studies is just as well-suited to studying hybrid texts. 
 Similar to White, Sadokierski (2010, 192) provides a broad typology of graphic 
devices, which consists of five categories: typography, illustrative images, ephemera, 
photographs and diagrams, although she admits this is not definitive. Rather than expanding 
this taxonomy, I have chosen to adopt visual design grammars from multimodality theory. 
My use of these grammars allows me, instead of simply classifying graphic devices, to 
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analyse how the elements of these devices combine to create meaning. 
 Sadokierski develops three tools for analysing hybrid texts. The first is sketching a 
thumbnail schema, which involves drawing all of the double-page spreads in the book. 
Within multimodality theory this is referred to as transcription. The thumbnail schema is 
quite a useful transcription method, as it provides a bird’s-eye view of the text and allows the 
researcher to better identify patterns within the narrative as a whole. In my analysis, however, 
I provide a written overview of the graphic devices. I chose this method so I could tightly 
interweave their description with the discussion of their meaning. The thumbnail sketches 
seem rather cumbersome, particularly since I include copies of relevant pages from the text 
throughout my analysis.  
 Secondly, Sadokierski develops a ‘questionnaire’: a series of questions for 
researchers to ask about the visual devices in hybrid texts. The six questions are: what type of 
images are used, how are they reproduced on the page, who created them, are they original, 
where do they appear in the novel, and do they appear more than once? Roughly speaking, 
this method of analysis focuses on individual images, then moves on to their relationship to 
the characters in the story, and finally considers their position and possible repetition within 
the narrative. However, Sadokierski (2010, 195) states that her method is a ‘foundation ... to 
be built upon by further studies’ and that ‘more ways to describe the relationships between 
written and graphic devices in hybrid novels will emerge as more of these novels are 
analysed and critiqued.’ I attempt to respond to this call to action by developing more specific 
questions about the function of graphic devices, since Sadokierski’s questions are quite broad 
and bring up many sub-questions that can be answered in a number of ways. Also, 
Sadokierski’s analysis of her key texts is not always organised around her six questions; I 
attempt to give my analysis a more logical structure by producing a step-by-step method.  
 Finally, Sadokierski (2010, 193) includes word clouds of the most common words 
used in reviews of her key texts in order to gauge the critical reaction to them. However, she 
concludes that the word clouds do not reveal anything significant, except that graphic devices 
are often dismissed as ‘gimmicks’ (ibid). I do not use this method because I take it for 
granted that the value of hybrid texts has already been proven by previous critics. 
 Sadokierksi’s (2010, 79) reliance on the concept of a ‘good eye’—a kind of visual 
connoisseurship that is attentive to patterns and repetitions, developed by studying and 
reflecting on visual arts—means that her analysis occasionally becomes impressionistic or 
anecdotal. Overall, however, she presents a thorough and insightful study of hybrid texts, and 
her analytical tools provide a strong foundation for further development. Sadokierski (2010, 
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94) concludes her discussion of hybrid novels by stating that, as hybrid texts enter the 
mainstream, and as more literary critics begin to study them, ‘it is my hope that more 
practitioner-researchers will contribute more “poetic” approaches to researching hybrid 
texts.’ As a creative writing practitioner analysing hybrid texts from a multimodal stylistic 
perspective, this is the gap that I aim to fill.  
 David Paton (2010, 4) performs a ‘focused visual reading’ of Jonathan Safran 
Foer’s Extremely Loud and Incredibly Close (2005) by comparing it with the ‘structural, 
linguistic and visual conventions’ of various artists’ books, as well as earlier experimental 
literary works such as Jack Kerouac’s On the Road (1957) and James Joyce’s Ulysses (1922). 
Paton (ibid) focuses particularly on hybrid texts’ self-reflective interventions, the ‘seemingly 
random use of imagery as elliptical illustrations,’ the ‘imagistic and affective’ use of 
typography, and the use of flipbooks. Paton’s (ibid) argument is that ‘an awareness of both a 
history of the breaking of literary conventions, and of certain artists’ books and their 
structures’ can provide a greater insight into hybrid texts. Paton’s study demonstrates 
historical precedents for contemporary hybrid texts, but he does not seem to be aware of other 
recent examples: ‘I have seen nothing like this in the contemporary novel’ (2010, 18). He 
only identifies a few of the devices and techniques that can be found in many contemporary 
hybrid texts. Paton’s study is therefore most useful as an historical account of earlier forms 
and their influence on Foer’s novel. My approach will focus on a wider range of recent 
hybrid novels and short stories.  
 
3.3.4 Intermediality 
The following studies are less relevant to my own research because they are mainly 
concerned with the influence of hypertexts and other digital media on the visual presentation 
of recent hybrid texts. My focus is on the function of graphic devices within hybrid texts, 
rather than the form’s position within the wider media ecology. Also, digital narratives are 
beyond this project’s scope because my own work is print-based, and there are many 
differences between the ways people read on page and on screen. As a result, I will not 
discuss these studies in as much detail as those above.  
 Intermediality is an umbrella term that covers a diverse range of subject matter, but it 
can be broadly understood as ‘cultural representations that employ more than one medium or 
that must in some way be apprehended against the backdrop of or in relation to one or more 
media of a different kind’ (Pier 2011, 98). Many intermedial approaches to hybrid texts focus 
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on the concept of remediation: ‘a translation of rhetorical strategies, techniques, and formats 
from one medium to another’ (Shackelford, 279). Critics who concentrate on remediation 
include: Kiene-Brillenburg Wurth, Brian W. Chanen, Noam S. Cohen, Dunata Fjellestad, 
Mark B. N. Hansen, Sonya Hagler, N. Katherine Hayles, Jesse Mank, Jonathan D. Polk, 
Jessica Pressman, Julia Panko, Sabrine Kusche, Tatiana G. Rapatzikou, Laura Shackelford, 
David Lawrence Shepard and Alexander Starre.  
 Hayles (2006, 85) is one of the earliest critics to consider the remediation of digital 
texts into print literature, arguing that hybrid texts’ experimentation with graphic devices is a 
response to the threat that digital technology poses to the future of the book: ‘the novel itself 
as a form is undergoing the traumatic experience of having its traditional territory taken over 
by the colonizing incursions of other media. These books respond to this trauma by bursts of 
anxious creativity, thereby changing what it means to be a novel in print.’ She analyses three 
examples of recent print novels that bear the mark of the digital—Mark Z. Danielewski’s 
House of Leaves (2000), Salvador Plascencia’s The People of Paper (2005) and Jonathan 
Safran Foer’s Extremely Loud and Incredibly Close (2005)—and attributes their experimental 
typography to two strategies: ‘imitating electronic textuality through comparable devices in 
print, many of which depend on digitality to be cost effective or even possible; and 
intensifying the specific traditions of print, in effect declaring allegiance to print regardless of 
the availability of other media’ (Hayles 2006, 85). In other words, hybrid texts either imitate 
digital texts, or intensify the printed page to create visual devices that cannot be represented 
in other media. For example, in Salvador Plascencia’s The People of Paper (2005) holes are 
cut out of the page; this would be impossible to achieve on a computer screen or eBook. 
Hybrid texts are therefore evolving side-by-side with electronic literature; this suggests that a 
symbiotic relationship could develop between print and electronic texts. 
 Hayles’s work has led to various studies discussing hybrid texts within the wider 
media ecology, focusing on the influence of digital forms such as hypertext and eBooks. This 
discussion is often focused around Mark Z. Danielewski’s House of Leaves (2000); Hagler, 
Rodriguez, Cohen, Shepard, Polk, Hansen and Chanen all use this novel as a case study. For 
example, in his analysis of House of Leaves, Chanen (2007, 163) argues ‘the changing 
surface appearance of text in various contemporary media points to deeper structural changes 
and possibilities for new textualities in print.’ Chanen (ibid) also points out that as more 
readers increase their navigational skills by interacting with digital texts, ‘their relationship to 
earlier print texts changes and the new skills are then taken for granted as attributes of ideal 
readers by contemporary authors.’ Similarly, Polk (2009) draws on Hayles’s work and uses 
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Landow’s criteria for the classification of hypertexts to discuss the similarities and 
differences between hybrid novels such as House of Leaves and hypertexts. His argument is 
that, since they are produced with electronic tools, hybrid texts can be analysed using 
hypertext theory, which allows critics to attend to ‘the physical properties of the text as well 
as the meaning contained in the words’ (Polk 2009).  
 Pressman (2009, 465) addresses similar questions in relation to Steven Hall’s novel 
The Raw Shark Texts (2005), suggesting that ‘the threat posed to books by digital 
technologies becomes a source of artistic inspiration and formal experimentation in the pages 
of twenty-first-century literature.’ This ‘aesthetic of bookishness’ can be found in many 
novels from around the world that have been published since 2000, presenting ‘a serious 
reflection on the book - and the literary book in particular - through experimentation with the 
media-specific properties of print illuminated by the light of the digital.’ 
  Mank and Starre both use McSweeney’s—an independent U.S. press that produces 
many literary novels, and which ‘best represents the volatile, self-aware state of the novel 
today’ (Mank 2012, 43)—as an example in their discussions of the aesthetic of bookishness. 
McSweeney’s was founded in 1998 by author Dave Eggers and puts out a literary quarterly 
called Timothy McSweeney’s Quarterly Concern, which ‘often employs outlandish packaging 
gimmicks, such as an issue in which all the stories are printed on individual cards and 
pamphlets enclosed in an elaborately designed cigar box’ (ibid). Mank (ibid) argues that the 
magazine’s graphic devices reveal its anxiety about surviving in a digital world by combining 
an antiquated visual element with contemporary pop-culture references: ‘the elaborate and 
often impractical packaging speaks to the perceived role of the arts in the twenty-first century 
– a luxurious and unnecessary indulgence ... There is a painful awareness and even 
celebration of obsolescence.’ Similarly, Starre (2010, 25) draws on Hayles and Hansen to 
argue that ‘the peculiar McSweeney’s [typographical] house style is an early indicator of a 
trend towards an emergent form of “metamedial” literature that interrogates the relationship 
of verbal art to its carrier medium.’ Starre (2010, 27) argues that, like hybrid texts, the 
magazine’s unique design encourages the reader to appreciate its physical manifestation as 
well as immersing themselves in the short stories it contains: ‘Despite the thorough 
digitization of the printed word, McSweeney’s sees the supreme surplus value of print fiction 
in the tactility of its medial container.’ He (2010, 26) quotes from the manifesto printed on 
the copyright page of the fifth issue (similar to the note in Dave Eggers’s memoir, discussed 
above), which highlights the role of typesetting technology in book production:  
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… we are talking about smaller and leaner operations that use the available resources 
and speed and flexibility of the market (i.e. the web and other consumer-driven 
methods), to enable us to make not cheaper and cruder print-on-demand books or 
icky, cold, robotic (electronic) books, but better books, perfect and permanent 
hardcover books, to do so in an [sic] fiscally sound way, and to do so not just for old 
time’s sake, but because it makes sense and gives us, us people with fingers and eyes, 
what we want and what we’ve always wanted: beautiful things, beautiful things in our 
hands—to be surrounded by little heavy papery beautiful things. 
 
 The influence of the wider media ecology on hybrid texts is clearly a fruitful area of 
research, situating the rapidly growing phenomenon of hybrid texts within the context of 
recent changes in the publishing industry. However, for reasons of scope this project will not 
be able to address this issue in depth. My focus is on providing a systematic analytical toolkit 
for analysing modal interaction within hybrid texts, rather than their position relative to other 
media. The studies above do not develop as many tools for analysing modes within hybrid 
texts as the approaches in the previous sections because they are focused on these wider 
concerns; they tend to concentrate on the imitative and thematic aspects of hybrid texts. 
 Similarly, John Pier, Grzegorz Maziarcyzk and Christine Schwanecke all discuss 
‘metareference’ in hybrid texts. Put simplify, metareference is a form of self-reference that 
elicits a ‘medium-awareness’ (Wolf quoted in Maziarcyzk 2011, 175). It can be applied to 
graphic devices that draw the reader’s attention to a particular aspect of the novel’s 
materiality, such as the printed word or the page. For example, Schwanecke (2011, 145) 
examines the potential for metareference in ‘literary photo-texts’ (novels that incorporate 
photographs). Schwanecke (ibid) argues that the photographs ‘interfere with medial 
conventions’ by interrupting the narrator’s voice and breaking the flow of the narrative, 
disturbing familiar reading habits. Maziarcyzk (2011, 169) references Hayles’s work to argue 
that this highlighting of materiality is a response to the challenge of other, particularly digital, 
media, and supports the print novel’s ‘unique identity in the media system.’ Overall, these 
approaches are reminiscent of White’s discussion of defamiliarisation and Schiff’s study of 
immersion and disruption. They focus on graphic devices’ inherent self-reflexivity, but, like 
White, they also suggest that graphic devices support and expand on information from the 
written text. This is a good starting point for further research to explore how exactly graphic 
devices achieve this. For example, Maziarcyzk (ibid) argues that ‘in the majority of cases a 
particular typography reflects the situation being described at the given moment in the text or 
refers to its major thematic concerns.’ In my discussion of how hybrid texts construct 
narrative, I hope to demonstrate that graphic devices fulfil a much more diverse range of 
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functions in relation to the written text. 
 I will discuss one final study in this section, which, while not strictly from the field of 
intermediality, deals with the classification of hybrid texts as a form and compares them with 
similar media. Pascal Lefévre (2010, 49) argues that hybrid texts are still a ‘rather marginal 
phenomenon today’ and there are only ‘a very few’ examples of the form. His aim is to 
provide reasons why they have ‘not yet evolved into a recognizable model such as comics or 
children’s picture books’ (Lefévre 2010, 36). However, Lefévre only includes eight examples 
of hybrid texts, and only one of them is a novel (House of Leaves)—the others are artists’ 
books. Most of these examples were published in the first half of the previous century; 
Lefévre does not reference any recent or mainstream hybrid texts. Because many of the 
works he has chosen are out-dated or do not fit within other previous definitions of hybrid 
texts, his discussion of the key qualities of hybrid texts is relatively superficial and does not 
provide a very strong model for analysis.  
 Lefévre’s (2010, 47) most useful contribution to the discussion of hybrid texts is his 
description of a workshop run by a Belgian art school in 2008, in which master’s students in 
graphic design and novelists from neighbouring countries collaborated on hybrid narratives. 
Lefévre (ibid) summarises a study run by Sofie Vandoninck, in which 31 adults read the 
stories: 
 
A lot of the participants in the reception study did not like having to make the effort to 
figure out the rather complex meaning of texts and images combined, because they 
considered reading as an effortless and entertaining activity. Complex word and 
image-relations were thus found to disturb their reading rhythm and caused some 
frustration among the participants ... On the other hand ... after being exposed to 
several such books, readers said that they became more accustomed and gave growing 
attention to the visual part. 
 
Lefévre concludes from this study that readers experience a slight learning curve when 
reading hybrid texts. This is in accordance with a number of studies of typography, such as 
Coleman and Kim’s (1961, 266), which concludes that unconventional typography can aid 
reading speed and comprehension once readers have been trained to read it. Lefévre’s reader-
reception study suggests that the increasing amount of visual and digital literacy in our 
society may allow more readers to appreciate hybrid texts. 
 
 Chapter 3: Literature Review 41 
3.4 CONCLUSION 
In this chapter I have outlined the basic elements of hybrid texts and given an overview of 
previous critical research on the form. These earlier studies have demonstrated that, although 
graphic devices in literary fiction have traditionally been overlooked, a large corpus of hybrid 
texts already exists, and they are entering the mainstream. Critics such as Sadokierski and 
Schiff have already asserted the value of these kinds of narratives, while others such as White 
have demonstrated that visual devices do not merely defamiliarise or foreground the nature of 
reading: they also contribute to meaning in complex ways. Critics such as Levenston, White 
and Sadokierski have attempted to classify graphic devices and the connections between them 
and the linguistic text, indicating patterns of typical usage. Many critics have also called for 
information from other fields of knowledge to be incorporated into the analysis of hybrid 
texts. 
 Although these studies have significantly contributed to the understanding of hybrid 
texts, there are many gaps to be filled. Previous analyses focus on a relatively small group of 
hybrid texts, particularly mainstream examples such as House of Leaves (2000), Extremely 
Loud and Incredibly Close (2005), The Raw Shark Texts (2007), You Shall Know our Velocity 
(2002) and The People of Paper (2005). I will provide a broader view of hybrid texts by 
referring to examples that are less known or less obviously hybrid.  
 Many of these approaches effectively describe and classify graphic devices in literary 
fiction, but there is still a need for a more explicit analysis of what Guo (2004, 196) refers to 
as ‘the systems and functions that underlie the use of visual images.’ Many of the critics 
discussed above focus on a particular aspect of hybrid texts, such as typography or 
photographs. A more consolidated analysis is required to take into account how all of the 
elements of hybrid texts—such as written language, typeface, layout and images—interact to 
create a joint meaning. In the next chapter I suggest multimodal stylistics as one possible way 
of achieving this, and explain why it is ideal for synthesising this previous research into a 
more systematic method.
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Chapter 4: Multimodality 
The analytical paradigm that I adopt in my study of hybrid texts is multimodal stylistics. In 
this section, I provide an outline of multimodality theory, and describe how previous studies 
have applied some of its concepts to hybrid texts. I also outline the particular aspects of 
multimodality theory that my own approach draws on, and argue that it provides one solution 
for some of the calls to action identified above. Finally, I describe the visual grammars that 
form the basis of my textual analysis in the next chapter.  
 
4.1 MULTIMODALITY THEORY 
According to Alison Gibbons (2011, 8), ‘multimodality, in its most fundamental sense, is the 
coexistence of more than one semiotic mode within a given context.’ Gunther Kress and 
Theo van Leeuwen (2001, 20) define multimodality as ‘the use of several semiotic modes in 
the design of a semiotic product or event, together with the particular way in which these 
modes are combined—they may for instance reinforce each other ... fulfil complementary 
roles ... or be hierarchically ordered.’ All texts can be understood as multimodal, including 
traditional literary fiction, since its prose still consists of printed marks, and their design aids 
the reading process. In the past, words and images have been viewed as separate forms of 
communication (see Chapter 3, p.27). As a result, literary analyses often overlook visual 
modes because they are traditionally based on ‘the assumption of monomodality and the 
privileging of verbal resources’ (Page 2009, 3). In response, multimodality theory calls for 
‘new systems of analysis proficient in realising and describing the rapport between expressive 
modes’ (Gibbons 2012, 4). One of the key questions for multimodal analysis is: ‘how can we 
analyse the multimodal texts and genres that characterise contemporary society in a 
systematic way that brings to light the characteristics and underlying organisational principles 
of multimodal texts?’ (Bauldry and Thibault 2006, 26). 
 Multimodality theory posits that language is only one signifying mode amongst many 
and should be analysed accordingly. In other words, multimodality theory ‘examines how 
people make meaning through their selection of the most apt semiotic resources from the 
range of modes that are available to them in a particular place in a specific moment in time’ 
(Jewitt 2009, 95). As Machin (quoted in Nørgaard 2009b, 142) states, 
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multimodal approaches is ‘the idea that all modes need to be considered with the same kind 
of detail, as semiotic systems in themselves, whose potential choices, patterns and grammar 
can be described and documented.’ However, multimodality theory also takes into account 
that each mode ‘realises different communicative work’ (Jewitt 2009, 15)—the visual modes 
in hybrid texts often make different demands on the reader to language, and are therefore, in 
principle, more suited to particular tasks. In other words, ‘each mode has its own affordances, 
potentials, and limitations. Meaning is made differently depending on the mode’ (Hammond 
2009, 20).  
 Gibbons (2011, 4) observes that most multimodality studies investigate texts that 
combine verbal and visual modes, such as websites, articles, advertising or reports (examples 
include Guijarro and Sanz 2008 and Fei 2007). In such studies  
 
The analysis and interpretation of language use is contextualized in conjunction with 
other semiotic resources which are simultaneously used for the construction of 
meaning. For example, in addition to linguistic choices and their typographical 
instantiation on the printed page, multimodal analysis takes into account the functions 
and meaning of the visual images, together with the meaning arising from the 
integrated use of the two semiotic resources (O’Halloran 2004a, 1).  
 
However, many other multimodal forms have also been considered, such as architecture, 
music and film. 
 Even though multimodal communication has a long history, multimodality is a 
relatively new field of research (Gibbons 2011, 8). Its origins are in the New London Group 
(1996), but ‘from early 2000 there has been an explosion of interest in multimodality’ (Jewitt 
2009, 19). This coincides with the increase in hybrid texts discussed in Chapter 3 (p. 12). As 
Gibbons (2011, 8) states, the development of multimodality studies was ‘catalysed by the rise 
of digital technologies, provoking increase in multimodal products, which can now be created 
cheaply and easily.’  
 Multimodality studies is informed by M. A. K. Halliday’s (1978, 1979, 2004) 
Systemic Functional Linguistics, which Jay Lemke (2006, i) describes as ‘an alternative to 
the very abstract and formal theories of syntax that most people still associate with linguistics 
... a method of analyzing purely verbal text in terms of the available choices we have in 
putting words together, and the differences in meaning that different choices of wording 
make.’ According to Halliday, linguistic communication fulfils three ‘metafunctions’: 
experiential, interpersonal and textual. The experiential function is the representation of 
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reality—of objects, situations or actions. The interpersonal function establishes social 
relations, particularly between the reader and the participants within the text, as well as the 
producer of the text. Finally, the textual function relates to how the elements of a text ‘have 
been framed and placed in space and in relation to one another in order to shape meaning. It 
is about coherence among, and within, the elements of the text’ (Bull and Anstey 2010, 34). 
 Multimodality theorists have developed ways of extending this approach to 
combinations of words, images, typography and so on (O’Halloran 2004a, 1). Multimodality 
theory explores how modes other than language, such as typography and visual images, may 
also fulfil the three metafunctions and therefore communicate meaning in their own right. 
This reveals how ‘all semiotic systems have in common some very general kinds of 
meanings’ (Baldry and Thibault 2006, 23). According to Geoff Bull and Michèle Anstey 
(2010, 34), ‘understanding these functions is useful when [analysing texts] ... as it ensures the 
reader/viewer attends to all the possibilities of the text, that is, what is being represented, 
what relationships are being represented or shaped and how is it all coming together to make 
meaning.’ Multimodal analysis reveals in a systematic way how the metafunctions are 
enacted across the different modes within the text as a whole. For example, a foundational 
text in multimodality theory, based on Halliday’s approach, is Michael O’Toole’s The 
Language of Displayed Art (1994), which uses the metafunctions to set up an analytical 
model that is replicable across different forms of art, such as painting, sculpture and 
architecture. I will discuss the three metafunctions in relation to grammars of visual design 
below.  According to Kress and van Leeuwen (2001, 3), ‘grammars’ are ‘detailed accounts of 
what can be “said” with [a] mode and how.’ Grammars provide a sense of how different 
modes can be used to make meaning. 
 Like Halliday, multimodality theory uses the term ‘semiotic resources’ rather than 
signs. A semiotic resource is defined as something—an action or material—that people draw 
on when making meaning (Baldry and Thibault 2006, 18). This focus on semiotic resources 
reflects multimodality theory’s emphasis on the openness and potential meanings of different 
modes (Kress and van Leeuwen 2001, 122), rather than on a ‘fixed and highly constrained 
regularity’ (Kress 2009a, 7). Kress (2009a, 8) argues that the resources used in 
communication are ‘constantly remade ... in line with what I need, in response to some 
demand ... they are never fixed, let alone rigidly fixed.’ Meaning in hybrid texts can therefore 
be seen as a series of choices from the available semiotic resources available to the author: 
‘meaning is choice from a system’ (Jewitt 2009, 23).  
 Because multimodality theory is a relatively new field, there is still some slippage in 
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some of its key terms (Jewitt 2009, 21). Baldry and Thibault (2006, 1), for example, argue 
that ‘the term multimodality covers a diversity of perspectives, ways of thinking and possible 
approaches. It is not a single principle or approach. It is a multipurpose toolkit, not a single 
tool for a single purpose.’ Kress (2009b, 54) points out that the term ‘multimodality’ itself 
‘names both a field of work and a domain to be theorized.’ Multimodality can refer to both 
the field of academic research, as well as the texts or communicative contexts that are being 
researched. For the sake of clarity, I use the terms ‘multimodality theory’ or ‘multimodality 
studies’ to refer to the former.  
 Multiple definitions have been proposed for the term ‘mode.’ Jewitt (2009, 21) simply 
defines it as ‘an outcome of the cultural shaping of a material.’ Kress (quoted in Hammond 
2009, 20) defines modes as a ‘culturally and socially fashioned resource for representation 
and communication.’ Ruth Page (2009, 6) classes it as ‘a system of choices used to 
communicate meaning. What might count as a mode is an open-ended set.’ Gibbons (2011, 
10) argues this definition is useful because it ‘allows for modal categories to shift according 
to usage ... Modes are fluid, and determining what counts as a mode must be based on their 
context of use.’ For example, she describes how the numerical codes in Jonathan Safran 
Foer’s Extremely Loud and Incredibly Close (2005) must be translated into English, so they 
are processed and read in a different way to standard written language; she therefore 
classifies them as a separate mode. For a more detailed discussion of the term mode see Kress 
(2009a, 79) and Kress (2009b). I agree with Page’s (2009, 6) concept of a ‘system of choices’ 
and the open-endedness of modes, as well as Gibbons’s context-based approach. For the 
purposes of my analysis, I am concerned with three modes: written language, visual images 
and typography. 
 Mode should be understood in comparison with medium, which Kress and van 
Leeuwen (2001, 22) define as ‘the material resources used in the production of semiotic 
products and events, including both the tools and the materials used.’ The medium can be 
seen as the material realisation of the semiotic modes—the ‘means for the dissemination or 
production of what is being represented in a given mode’ (Herman 2009, 79). Hybrid texts 
exist within the medium of the printed book, which consists of covers, paper, ink and so on. 
  Finally, the term ‘intersemiotic relations’ is used to describe ‘the relationships across 
and between modes in multimodal texts and interaction’ (Jewitt 2009, 17). The analytical 
method that I develop in the next chapter will be heavily focused around the intersemiotic 
relations between language, typography and images in hybrid texts. 
 In conclusion, Nørgaard (2009b, 142) describes the aim of multimodality studies as: 
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‘to develop a systematic analytical methodology and descriptive apparatus that accommodate 
the interplay of different semiotic modes and recognise the multimodal complexity of all 
meaning-making.’ However, Kress (2009b, 54) warns that, because this field of research is 
quite new and some of the core concepts have been defined in different ways, ‘anyone 
working multimodally needs to be clear what theoretical frame they are using; and make that 
position explicit.’ Researchers within multimodality theory need to make their position and 
methodology as clear as possible. In light of this I will now outline other multimodal 
approaches to hybrid texts before describing my own.  
 
4.2 PREVIOUS MULTIMODAL APPROACHES TO HYBRID TEXTS 
The studies discussed in the Literature Review (p.27) do not analyse hybrid texts from a 
multimodal perspective, although some of them express the need for a more ‘flexible and 
adaptable’ (White 2005, 207) approach, particularly one that takes into account knowledge 
from a wider range of disciplines. For example, Jonathan D. Polk (2009, 65-66) suggests that 
‘the previously separate categories of literary studies, technical communication, and graphic 
design all need to be harnessed’ to precisely critique the effects of hybrid narratives. 
According to Alison Gibbons (2009, 99), there has been a ‘surge of research into 
multimodality’ in recent years, but it tends to focus on digital media, such as hypertext: ‘as a 
result, multimodality in the literary narratives of innovative print media has been neglected.’ 
As demonstrated in the Literature Review (p.36), much of the existing study around hybrid 
texts also focuses on their relationship with digital media.  
 Only a few critics have applied notions from multimodality studies to hybrid texts: 
Nina Nørgaard, Wolfgang Hallet and Allison Gibbons. These authors have identified the need 
for a more systematic method for analysing how the intersemiotic relations within hybrid 
texts create meaning. They argue that multimodality theory is a particularly germane 
approach to hybrid texts, and their work reveals how it can be used to address some of the 
gaps described in the last chapter. For example, Nørgaard (2009b, 159) states that ‘while still 
in its infancy, multimodal theory, with its interest in the multisemiotic nature of all meaning-
making in context, would seem a promising approach to dealing with literary meaning 
beyond that of word-meaning.’ Similarly, Ruth Page (2009, 1) argues that ‘the multiple and 
integrated nature of semiotic resources used in storytelling is ... long overdue for systematic 
and close attention in narrative theory.’ She refers to this as a ‘now pressing need’ (ibid), and 
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although she only discusses narrative in general, her comments are clearly relevant to hybrid 
texts. I will discuss Nørgaard, Hallet and Gibbons’s work below in order to give a more 
detailed picture of how multimodal analyses are currently being performed on hybrid texts. In 
the next section I will discuss how their approaches have influenced my study, and how my 
method differs from theirs.  
 In her article ‘The Semiotics of Typography in Literary Texts: A Multimodal 
Approach,’ Nørgaard (2009b, 141) explores ‘the extent to which the visual aspect of printed 
verbal language is meaning-making in its own right, and how it interacts with other modes of 
meaning in a complex process of semiosis.’ Nørgaard (2009a, 115) argues ‘the explicitly 
multimodal nature of an increasing number of literary narratives calls for an analytical 
methodology that accommodates the interplay of different semiotic modes and recognizes the 
complexity of multimodal narrative meaning.’ She (2009b, 142) applies Kress and van 
Leeuwen’s (2001) and Baldry and Thibault’s (2006) approach to multimodality to hybrid 
texts, drawing on van Leeuwen’s (2006) ‘grammar’ of typeface. She expands her analysis in 
another article (Nørgaard 2009a, 116) to include layout and photographic images. Here she 
also discusses how Kress and van Leeuwen’s (2001) categories of ‘production’ and 
‘distribution’ can contribute to meaning; for example, a later edition of Foer’s novel is 
printed in black and white so the printing is less expensive. In another article (Nørgaard 
2010), she outlines multimodal stylistics in more detail, indicating how Kress and van 
Leeuwen’s (1996) grammar can be applied to the typography, layout, images and covers of 
hybrid texts. For reasons of scope her analysis is very brief, and she is only able to discuss 
some elements of the grammar, but she suggests it can be used to analyse how all of the 
modes used in hybrid texts fulfil the three metafunctions. I adopt a similar approach, as I will 
discuss in the following section.  
 Overall, Nørgaard presents an excellent starting-point for this field of research, 
revealing many potential areas for further study. For example, even though she argues that 
multimodal stylistics expands the study of the novel to include typography, visual images, 
layout, book covers, and the material aspects of book production, existing scholarship has 
only covered some of these elements. Applying multimodality theory to hybrid texts is an 
ambitious project; performing ‘a comprehensive multimodal analysis of even a medium-sized 
multisemiotic text is in itself a substantial task’ (Nørgaard 2010, 447). 
 Wolfgang Hallet (2009, 129) takes a different approach: he combines multimodal 
theory with narratology to outline a method for the ‘multimodal narrative analysis’ of hybrid 
texts. Hallet (2009, 151) argues that the concept of multimodality has not been used before in 
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the field of narratology, and that ‘narratology must be able to describe and conceptualize 
narrative meaning as the transmodal outcome of multimodal textual arrangements ... the 
specific contribution that particular modes and media make to the whole of the narrative can 
only be studied appropriately if concepts from various specialized disciplines are imported.’ 
Hallet (2009, 132) focuses on ‘the integration of non-verbal and non-narrative texts, 
representations and modes in the otherwise conventional (verbal) narration of the novel,’ 
arguing that, from a narratological point of view, all of these graphic devices ‘are part of the 
narrative textual world at different diegetic levels: they are directly articulated with the 
characters that inhabit them, their actions and their cultural environments.’ In other words, 
graphic devices are an integral part of the text world and are intimately involved in the 
construction of character, plot and setting.  
 Previous critics have discussed the links between narrative elements and graphic 
devices in individual texts, but Hallet (2009, 141-148) is the first to propose that this 
interaction could be categorised across a range of hybrid texts. He identifies eight functions 
of graphic elements: plot construction and novelistic narration, character 
construction/development, representation of cognition, contextualisation, indexical functions, 
framing and perspective, emphasising the limits of verbal narration, and constructing textual 
worlds. These categories are very broad, and there seem to be a few overlaps, such as 
between ‘contextualization’ and ‘constructing textual worlds,’ but they are valuable because 
they suggest the complex ways in which visual devices contribute to plot construction, 
narration, framing and perspective can be explored in more detail. 
 Like Sadokierski, Hallet divides graphic devices into six categories: photographs, 
graphics (plans, maps, sketches), documents (emails, letters), works of art and physical 
objects, formal languages, and typography. These are very broad, and Hallet only briefly 
mentions how each of these tends to function within a narrative. As I mentioned in my 
discussion of Sadokierski’s study, I use a visual design grammar in my analysis rather than a 
taxonomy of graphic devices. Rather than establishing a ‘universal inventory’ (Jewitt 2009, 
22) for typography and images, I aim to explore the principles of use that underlie them, in 
order to understand more clearly the choices authors make in producing hybrid texts. 
 Hallet includes examples from a number of novels, such as House of Leaves (2000) 
and W.G. Sebald’s Austerlitz (2001), but the brevity of his article means he is unable to 
analyse them in depth. Although Hallet (2009, 151) argues that analyses of hybrid texts must 
incorporate concepts from other disciplines, such as ‘semiotics, visual culture studies or other 
fields of cultural studies,’ he does not include any concepts from other disciplines in his own 
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analysis, apart from drawing on Kress and van Leeuwen’s (2001) approach to multimodality. 
Overall, Hallet’s work is as much a call to action as an analytical study in itself. 
 Finally, Alison Gibbons (2012, 5) applies ‘multimodal cognitive poetics’ to hybrid 
texts such as Jonathan Safran Foer’s Extremely Loud and Incredibly Close (2005) and 
Graham Rawle’s Woman’s World (2005). This approach is ‘driven by cognitive poetics and 
supported by frameworks from multimodality studies’ (ibid). Gibbons (2011, 24) argues that 
a possible shortcoming of multimodality theory is that ‘because it is so committed to 
identifying the semiotic resources at work in multimodal texts, transcribing and dissecting 
them in the process, it concentrates on the textual formation of multimodality at the expense 
of gaining an understanding of the user’s and/or recipient’s experience of those modal 
combinations.’ Her work is concerned with relating the composite nature of hybrid texts to 
specific psychological effects and cognitive experience. She uses concepts from cognitive 
poetics such as figure and ground, cognitive grammar, cognitive deixis, conceptual metaphor, 
Text World Theory, and embodiment, and combines them with specific tools from 
multimodal theory (cluster analysis, reading paths and vectors) and visual perception 
(attention and Gestalt psychology) (Gibbons 2012, 45). Overall, she argues that ‘this critical 
synthesis looks at both the surface of multimodal novels, their graphic design and 
composition, and how such multimodality impacts upon readers’ experiential and cognitive 
encounters with those novels’ (ibid). I agree that reader interpretation plays a significant role 
in the generation of meaning in hybrid texts, and, as some of the critics in the Literature 
Review discuss, images present many questions around cognition because they are read and 
interpreted differently to written text. However, for reasons of scope I will not be able to 
include concepts from cognitive poetics in my own analytical model. 
 Nørgaard (2009b, 159) acknowledges that she explores ‘just a small corner of an as 
yet far from fully established field of multimodal stylistics which aims to combine 
multimodal theory and methodology with that of literary stylistics in an attempt to 
systematically take into consideration all modes involved in literary meaning-making.’ The 
work of the three critics discussed above clearly shows that there is still much potential for 
multimodal analyses of the graphic aspects of literary fiction. These studies also demonstrate 
that, within multimodality theory, approaches can differ greatly. In the following section I 
will discuss where my own approach fits within multimodality studies.  
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4.3 MULTIMODAL STYLISTICS 
Jewitt (2009, 28) identifies three main strands of multimodality studies. The first is the social-
semiotic, which focuses on Halliday’s theories of social semiotics and his systemic functional 
grammar, and is exemplified in the work of Kress and van Leeuwen (1996, 2001). This 
approach focuses on ‘sign making as a social process. The emphasis is on the sign-maker and 
their situated use of modal resources’ (Jewitt 2009, 28). The second strand is discourse 
analysis, which develops ‘a theoretical framework for describing the metafunctional-based 
systems for each semiotic resource and the intersemiotic mechanisms through which semiotic 
choices combine in multimodal discourse’ (Jewitt 2009, 32). Finally, interaction analysis 
focuses on social interaction, analysing social actors within a given context (Jewitt 2009, 33).  
 The approach I adopt—multimodal stylistics—is informed by social semiotics, which 
Kress (2009a, 2) defines as ‘a theory that deals with meaning in all its appearances, in all 
social occasions and in all cultural sites.’ Social-semiotics is distinguished from other forms 
of semiotics because it explores how ‘individuals, with their social histories, socially shaped, 
located in social environments, using socially made, culturally available resources, are 
agentive and generative in sign-making and communication’ (Kress and van Leeuwen 2001, 
54). Kress and van Leeuwen (2001, 2) aim to ‘create a theory of semiotics appropriate to 
contemporary semiotic practice.’ They argue that digital technology has allowed people to 
become skilled at employing multiple modes, and explore how this new ‘technical possibility 
can be made to work semiotically, ... how we might have, not only a unified and unifying 
technology, but also a unified and unifying semiotics’ (ibid). 
 Kress and van Leeuwen’s work is structured around the premise that all modes fulfil 
Halliday’s three metafunctions. This reveals how ‘common semiotic principles operate in and 
across different modes: in a film, for example, images may traditionally be seen to further the 
action, while music adds a layer of emotion. Multimodality theory reveals how images may 
also reveal emotions, and music can advance the action’ (Kress and van Leeuwen 2001, 1-2). 
When applied to hybrid texts, this form of analysis explores how images, rather than simply 
illustrating a story, can contribute to character, plot and other narrative elements traditionally 
constructed by the written text alone.  
 Building on this, multimodal stylistics’ aim is to ‘combine multimodal theory and 
methodology with that of literary stylistics in an attempt to systematically take into 
consideration all modes involved in literary meaning-making’ (Nørgaard 2009b, 159). 
Multimodal stylistics focuses around a particular context—literary narrative—and involves 
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applying stylistic analyses not just to language, but to the visual modes of typography and 
images as well. As such, I argue that multimodal stylistics is one solution to some of the gaps 
and calls to action discussed in the Literature Review. Nørgaard is the main proponent of 
multimodal stylistics. In Key Terms in Stylistics (2010, 33-34), Nørgaard, Montoro and Busse 
argue this approach allows researchers to ‘employ and further develop tools for the 
description of multimodal meaning-making which are as delicate and systematic as those 
traditionally employed in stylistics for analysis of verbal forms.’ However, they (2010, 30) 
also refer to it as an ‘as yet far from fully established field.’  
 Page (2009, 8) states that when undertaking a multimodal analysis researchers must 
consider how to transcribe—record and re-present—the various modes that will be analysed. 
For example, researchers can use description, tabulation and/or diagrams to reveal how all of 
the modes are employed throughout the text. As Page (ibid) suggests, the method of 
transcription needs to be systematic but flexible enough to accommodate the range of modes; 
the level of detail required must be balanced against the restraints of space. Some previous 
approaches to hybrid texts describe all of the modes verbally and do not include any 
reproductions of visual images or typography, while others include black-and-white or colour 
copies. Still others zoom in on particular passages or devices. Because I am interested in the 
interaction between both words and images, I will reproduce the relevant pages as closely as 
possible to their original size. This will allow the reader to read the written text for 
themselves, and take in the visual devices in detail.  
 It is also important to draw on a wide body of texts while developing and utilising 
analytical tools. Stöckl (2009, 224), referencing the work of Baldry and Thibault, points out 
that ‘text corpora need to be built up in order to conduct truly empirical and systematic 
research into the workings of the language-image-link. The more diverse the material 
accumulated, the more reliable and sensible the modelling of underlying processes will be.’ 
There is a broad range of hybrid texts that use graphic devices to differing extents and for 
different purposes, and I aim to reflect this in my analytical method. For this reason I will 
apply my analysis to a broader range of hybrid texts than has previously been discussed.  
 The foundations for a multimodal stylistic analysis are descriptive grammars of the 
relevant modes, which I will outline below. 
 
  
Chapter 4: Multimodality 52 
4.3.1 Grammars  
Jewitt (2009, 22) states that ‘in order for something to “be a mode” there needs to be a shared 
cultural sense of a set of resources and how these can be organized to realize meaning.’ 
Grammars provide this by creating a systematic account of the meaning potentials of 
different modes. Jewitt (ibid) therefore defines grammar as ‘the regular pattern of using a set 
of resources.’ Bull and Anstey (2010, 83) point out that the term grammar is taken from 
linguistics, where it traditionally refers to ‘the semantics and syntax of language and includes 
vocabulary items, such as nouns, verbs, adjectives and pronouns, generic structure and 
chapters.’ They (ibid) observe that the grammar of language, unlike that of other modes, is 
already widely known and ‘can be easily accessed and confirmed in school English and 
literacy programs and curriculum documents.’ On the other hand, many readers do not have 
as much background knowledge about visual modes. Bull and Anstey (2010, 85) state that 
just as the grammar of language is used to  
 
… understand how words, clauses and punctuation combine to make meaning in a 
text, the visual semiotic system describes the way elements depicted in an image 
(people, objects, places) combine in ways to depict particular meanings. While 
phrases, words and punctuation assist us to make meaning in the linguistic system, the 
way in which codes and conventions, such as colour, line, texture, viewpoint and 
position, are used assists us to denote meaning about the elements in an image and the 
image’s overall message. 
 
Bull and Anstey (2010, 78) also point out that ‘traditionally a grammar is a static set of 
elements and rules.’ However, since texts are in a constant state of flux, the potential 
meanings described by grammars also change over time, and grammars should therefore be 
considered as open, rather than fixed. Visual grammars can be seen as ‘a resource for 
designing rather than a rigid set of rules for application in an image’ (Bull and Anstey 2010, 
85). Kress and van Leeuwen (2001, 112) compare grammars to more traditional lexicons, 
such as the lists of graphic devices created by Sadokierski and Hallet, which act as ‘more or 
less unordered storehouses of ideas and resources where you can browse, “shop” for ideas.’ 
On the other hand, grammars ‘use very broad, abstract classes of items, but provide fairly 
definite rules for combining them into an infinite number of possible utterances. They are 
decontextualised and abstract, but also powerful in what can be done with them’ (Kress and 
van Leeuwen, ibid).  
 The visual grammars I use in my analysis are those suggested by Nørgaard (2009b, 
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2010), but which have, as demonstrated above, only been partially applied to hybrid texts in 
previous studies. For the analysis of typography I will use van Leeuwen’s (2006) grammar of 
typeface, as well as Kress and van Leeuwen’s (1996) grammar of layout and composition, 
parts of which were further developed by van Leeuwen (2004). My analysis of images will 
also be informed by Kress and van Leeuwen’s (1996) grammar. I will outline each of these 
grammars below, and in the next chapter I will describe their most relevant aspects in more 
depth, comparing them with the analytical toolkits developed by the critics in the Literature 
Review.  
 These toolkits are useful because they are specific to the context of literary fiction, 
whereas the multimodal grammars can be applied to a wide range of texts (some of their 
concepts have not yet been applied to literature). I will combine the analytical models 
described in the Literature Review with the visual grammars to show how the grammars can 
extend the scope of the analysis of hybrid texts. Kress and van Leeuwen do not analyse any 
hybrid texts, drawing their examples from magazine articles, film and paintings. Because my 
examples are very different to Kress and van Leeuwen’s, my discussion will focus around 
how some elements of their grammars correspond to the techniques used in hybrid texts. For 
example, Kress and van Leeuwen only analyse forms, such as magazines and websites, in 
which graphic elements have become generic conventions, but the graphic devices in hybrid 
texts are often unexpected, and even disruptive. Therefore, I will also discuss how these 
graphic devices subvert the reader’s expectations.  
 Kress and van Leeuwen (2001, i) acknowledge their work is only a beginning: there 
are still ‘unfinished dialogues’ and ‘unresolved issues.’ For example, Gibbons (2011, 14) 
argues that ‘the concepts and structures of Systemic Functional Linguistics ... do not transfer 
as adequately to images as Kress and van Leeuwen imply ... Kress and van Leeuwen are too 
quick to find similarity between the two forms in terms of information structure.’ Gibbons 
(ibid) states that applying linguistic concepts to visual images is problematic, overlooking 
key features such as reading paths. According to Gibbons (2011, 15), ‘language and image 
are treated analytically as corresponding structures,’ but, ‘unlike in linguistics proper, their 
visual grammar has not been subjected to any form of empirical testing with which to support 
its claims.’ On the other hand, Nørgaard (2009a, 122) argues that while some of Kress and 
van Leeuwen’s claims about how images make meaning can seem simplistic, ‘empirical 
research in fields like advertising and the design of Web sites has provided the categories 
with a steadily growing scientific confirmation.’ 
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4.3.1.1 Typography 
Typeface does not play as crucial a role in my key text, The Fifty Year Sword (2005), or in 
my own creative work, as other typographic elements, so I will not devote too much time to it 
here. According to Nørgaard (2009b, 144), typographic studies provides fertile material for 
literary critics studying typeface because it is a ‘well-established field of expertise, with a 
long and proud history, [and] the literary critic may delve into excellent works on the design 
and history of different typefaces, the anatomy of individual letters, the legibility of different 
typefaces, and so on. Thus a detailed descriptive apparatus is set out and explained ... which 
will ease description and ensure precision.’ Examples of such books on typography include: 
Ruari McLean’s The Thames and Hudson Manual of Typography (1980), David Jury’s About 
Face: Reviving the Rules of Typography (2004), and Ellen Lupton’s Thinking with Type 
(2004). Many critics, such as Paterson and Tinker (1942, 1943, 1947), North and Jenkins 
(1951), Coleman and Kim (1961), Brumberger (2003, 2004), and Wehr and Wippich (2004), 
have studied how manipulating various typographic elements can affect not only readability, 
but also the reader’s comprehension, memory, attitude and expectations.  
 However, based on Kress and van Leeuwen’s (2001) work, Nørgaard (2009b, 144) 
goes on to argue that ‘describing letterforms in terms of their constituent parts does not take 
us very far in the description of the more specific physical qualities of a given typeface ... nor 
does it contribute much to considerations about the meaning-potential of a given typeface—
that is to say, of the semiotic how and what of typography.’ Nørgaard (ibid), as well as 
Gibbons (2012), therefore uses van Leeuwen’s (2006) ‘grammar’ of typeface, which allows 
typefaces to be described in terms of their ‘distinctive features’: weight, expansion, slope, 
curvature, connectivity, orientation and regularity. Nørgaard adds colour to this list. 
 Nørgaard, Montoro and Busse (2010, 32) suggest Kress and van Leeuwen’s (1996) 
grammar of layout can also be applied to hybrid texts. The elements of layout identified by 
Kress and van Leeuwen (ibid) include: information value, salience, framing and linking. 
These can also be applied to the layout within individual images.  
 Information value refers to the meanings associated with how textual elements are 
arranged within the space of the page. For example, Kress and van Leeuwen (1996, 179) 
suggest that elements placed on the left are associated with given information, while those on 
the right are commonly interpreted as ‘new.’ Similarly, elements at the bottom of the page are 
often associated with reality, while those at the top are generally associated with the ideal. 
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Finally, if something is presented at the centre of the page, it is seen as important, as opposed 
to elements that are placed around it in the margins.  
 Kress and van Leeuwen (1996, 201) argue that layout ‘also involves different degrees 
of salience to its elements. Regardless of where they are placed, salience can create a 
hierarchy of importance among the elements.’ According to Kress and van Leeuwen (1996, 
202), salience is not ‘objectively measurable’ but depends on a number of factors including: 
size, sharpness of focus, tonal contrast, colour contrast, placement and perspective. Analysing 
layout in terms of salience allows us to judge which elements stand out or seem to have the 
most weight. 
 Framing refers to how the different elements of a page are connected to or 
disconnected from each other. Like salience, this can be achieved with a number of 
techniques, such as framing lines, white space or colours. Van Leeuwen (2004, 13) identifies 
six different types of framing in magazine advertisements: segregation, separation, 
integration, overlap, rhyme and contrast. In the next chapter I will discuss how these can be 
applied to hybrid texts to analyse how the different elements are joined together to create a 
sense of unity or cohesion. 
 Van Leeuwen (2004, 219) also discusses how verbal and visual pieces of information 
are ‘meaningfully linked’ to each other. Van Leeuwen (2004, 230) identifies two main types 
of word-image links, each consisting of a number of sub-categories: elaboration 
(specification or explanation) and extension (similarity, contrast or complement). In the 
following chapter I will discuss how this overlaps with the taxonomies of word-image links 
discussed in the Literature Review. Word-image links are important because they ‘not only 
have cumulative but also cognitive value. They link information in terms of such cognitive 
categories as causal or temporal relationships, and it is these categories that make items of 
information meaningful in relation to each other’ (van Leeuwen (2004, 219). 
 Based on Kress and van Leeuwen’s work, Stöckl (2005, 209) states that ‘typography 
should be viewed not as a static grammar, but as an open resource, whose users creatively 
shape and extend its sign repertoire and the signs’ functions.’ In other words, the authors of 
hybrid texts can manipulate typography in infinite ways, but this grammar allows researchers 
to analyse their choices in a more systematised manner.  
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4.3.1.2 Visual Images 
Some of the critics discussed in the Literature Review—particularly Sadokierski and Hallet—
have developed typologies of the kinds of images in hybrid texts. However, such taxonomies 
are more useful for demonstrating the variety of techniques available to authors than for 
analysing the images themselves. These critics do not suggest how the elements of these 
images generate meaning. In place of such a taxonomy, I will therefore use the visual 
grammar developed in Kress and van Leeuwen’s Reading Images: The Grammar of Visual 
Design (1996), which analyses how visual images fulfil the three metafunctions: experiential, 
interpersonal and textual. The textual function is fulfilled by the elements of layout described 
above, which also apply to the layout of elements within individual images.  
 The experiential function is concerned with how the people or objects (participants) 
within an image relate to one another. Participants that carry out processes are called ‘actors’ 
and the person or object being acted upon becomes the ‘goal’ (Kress and van Leeuwen 1996, 
50-116). Images may feature a ‘classificational process’: participants are related within a 
‘taxonomy,’ in which one participant acts as a ‘subordinate’ in relation to another participant. 
Similarly, within an ‘analytical process,’ participants are related to each other in a part-whole 
relationship, with the ‘carrier’ being made up of its ‘possessive attributes’ (ibid). This allows 
us to analyse how visual images establish the relationships between the characters and 
symbols in a hybrid text.  
 Images fulfil the interpersonal function by positioning the reader in relation to the 
people or objects represented in an image, which can be achieved through the use of gaze, 
distance, perspective, angles, point of view and modality (Kress and van Leeuwen 1996, 50-
116). These elements reveal how the visual images within a hybrid text actively position the 
reader in relation to the characters and the text itself.  
 Overall, applying these grammars reveals how ‘the visual may be described as 
systematically as the verbal, how the verbal and the visual interact and, ultimately, how a 
multimodal approach allows the analyst to make a more comprehensive analysis ... than that 
captured by a stylistic analysis of the verbal text only’ (Nørgaard, Montoro and Busse 2010, 
33). I will demonstrate how this grammar can be applied to the visual images within a hybrid 
text in the following chapter. 
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4.4 CONCLUSION 
In this section I introduced multimodality theory and discussed how it has previously been 
applied to hybrid texts. I have demonstrated how multimodality theory’s approach to the 
creation of meaning across multiple modes is well suited to the study of hybrid texts. My 
approach is aligned with multimodal stylistics, but I will also draw on some of the analytical 
toolkits described in the Literature Review. These toolkits provide a solid foundation for 
understanding the interaction of verbal and visual modes within contemporary literary fiction, 
and my aim is to incorporate some of their ideas into the more systematic framework of 
multimodality. The three multimodality researchers described above have not drawn on these 
earlier critics to the same extent; I hope to draw more attention to this work and its relevance 
to a multimodal approach.  
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Chapter 5: Analytical Method 
I simply said, “Okay, I can place text this way on the page, so it has that effect. And I 
can use the shape and design of text not just to conjure up some static visual 
impression but use it to further enhance the movement of meaning, theme, and story” 
(Mark Z. Danielewski quoted in McCaffrey and Gregory 2003, 106). 
 
In the previous section I outlined grammars of typography and visual images, which describe 
how writers of hybrid texts can use graphic devices to construct meaning. However, 
multimodality is not only concerned with describing the elements of individual modes; we 
also need to consider how these modes interact within a particular communicative instance—
in this case the printed book. As discussed in the Literature Review, my analysis will focus 
on how the different modes function within hybrid texts, rather than how they are influenced 
by or relate to other media or technologies. In previous sections I have demonstrated that 
there is a rich variety of hybrid texts, and that a more detailed analytical method is needed in 
order to reflect how these texts use graphic devices to differing extents and for different 
purposes. 
 In this section I will develop a step-by-step, multimodal method for analysing 
intersemiotic relations—the ways in which the typographic, imagistic and linguistic modes 
interact to convey meaning—within hybrid texts. The method is designed so textual analysis 
begins at a general level before focusing on more specific details and relationships between 
modes. It begins with an interpretive summary of the narrative as a whole, then breaks down 
the arrangement of modes and the ways they interact to create meaning. Some concepts from 
this method could be applied to similar forms, such as picture books or comics, but other 
stages of the process are more specifically concerned with word-image interplay within the 
context of literary fiction.   
 This method will bring together some of the concepts and tools for analysing hybrid 
texts developed by the critics discussed in the Literature Review, as well as the multimodality 
studies in the previous chapter. I hope to demonstrate how a multimodal approach can expand 
on and present new insight into the research that has already been conducted into hybrid 
texts. Van Leeuwen (2004, 1) states that social semiotics is not a self-contained field of 
research: ‘It only comes into its own when it is applied to specific instances and specific 
problems, and it always requires immersing oneself not just in semiotic concepts and methods 
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as such but also in some other fields.’ For this reason, my analysis will require not only 
theories from multimodal stylistics, but from previous literary analyses of hybrid texts. In the 
following sections I will identify which critics have influenced each of the steps in particular.  
 The basic structure of my method is influenced by Sadokierski’s analytical toolkit, 
which includes a series of questions for researchers to ask about the visual devices in hybrid 
texts. Sadokierski’s (2010, 91) ‘questionnaire’ consists of six questions: what type of images 
are used, how are they reproduced on the page, who created the device, is the device original, 
where does the device appear in the novel, and does the device appear more than once? These 
questions focus not only on the individual images, but their position and possible repetition 
within the narrative, and their relationships with elements such as character and theme. 
However, Sadokierski’s analysis of her key texts does not always seem to be structured 
around these questions. In her analysis she groups the most significant graphic devices into 
categories from her typology and discusses each of them in terms of their relationship with 
narrative elements such as voice, pace and theme. The analysis does not always follow the 
order of the questionnaire, and because Sadokierski’s questions are quite broad and suggest a 
number of sub-questions, they can be answered in multiple ways. It is sometimes hard to see 
how other researchers can replicate this method of analysis. Sadokierski (2010, 195) states 
that her method is a ‘foundation for explaining the function of graphic devices in hybrid 
novels, to be built upon by further studies,’ and that ‘more ways to describe the relationships 
between written and graphic devices in hybrid novels will emerge as more of these novels are 
analysed and critiqued.’ I attempt to answer this call to action by providing a multimodal, 
step-by-step method, with each step focusing on a particular aspect of word-image relations. 
My method aims to produce a more rigorous analysis by providing a series of more specific 
questions with a clear logical sequence. 
 The step-by-step nature of my method is influenced by other models of analysis. For 
example, Geoffrey Leech and Mick Short, in Style in Fiction (2007), present a step-by-step 
analysis of T.F. Powys’s short story ‘The Rope and the Bucket’. Their analysis begins with a 
description of the author and a reproduction of the story, and then moves on to ‘provisional 
interpretative comments’, the title and its associations, the discourse structure, the story 
structure, possible worlds, linking structure, fictional worlds and viewpoint, lexis and 
grammar, and characterisation. Leech and Short (2007, 341-342) conclude their analysis by 
stating that 
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If used in a pragmatic, rather than an overly formal way, the combination of various 
narratological approaches provides a toolkit for interpreting the story logic of a text, 
and helped us in this case to explain the subtleties of a deceptively simple text. But 
how generalizable are these methods to other stories, and how far is such an analysis 
independently replicable? As always, there is a balance to be struck between a 
descriptive core of analysis, and an allowable variation among different critical 
responses. 
 
 My method aims to strike a similar balance: it is meant to serve as a guide for 
analysis, flexible enough to accommodate a wide range of texts and interpretations. The 
textual analysis produced by this method will ideally be systematic in taking into account the 
interaction of all semiotic modes, but without being overly prescriptive. I hope that it will be 
developed or improved upon by other researchers.   
 The analytical method I propose consists of five areas of concern, which are made up 
of questions that are applied to the text: 
 
Step 1: Interpretive Summary 
• Summarise the narrative as a whole, focusing on key elements such as plot, character, 
setting, point of view, theme, mood and imagery. This provides a context for 
understanding how each mode contributes to meaning. 
Step 2: Modes 
• Identify which visual elements are employed and which are not. 
• In what ways are they unconventional? 
• How many times are these elements used? 
• How are they organised or spaced within the text as a whole? 
Step 3: Metafunctions 
• Using the grammars, analyse how the modes fulfil the three metafunctions: 
interpersonal, experiential and textual. 
Step 4: Sequences and Transitions 
• What kinds of transitions, visual or textual, occur between the written text and the 
graphic devices?  
• How do the graphic devices represent changes in scene, or shifts in time and place? 
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• If the graphic devices are read as a sequence, what patterns are revealed?  
Step 5: Voice and Point of View 
• Are the graphic devices presented as part of the main discourse (for example, the 
narrator’s voice), or from another voice? Is this voice specified? 
• Are the graphic devices intra-diegetic or extra-diegetic? 
 In relation to images—is the image itself part of the storyworld, or does it 
merely represent something from the storyworld? 
 In relation to typography—does the typography alter narration or found 
documents?  
Step 6: Synthesis 
• The insights gained from the previous steps are brought together in a concluding 
discussion about the meaning developed by the intersection of visual and verbal 
elements of the text. The researcher considers how the functional load is distributed 
across the modes, analysing the overall contribution of each mode to the meaning of 
the text. 
 
 Describing in detail the many facets of word-image interaction in hybrid texts is 
useful for creative practitioners as well as critics because it highlights the possibilities open to 
authors who wish to engage with this form. I became interested in this topic as a creative 
writer because I wanted to understand more about the particular ways that text and graphic 
devices can work together in printed literature. I hope that by drawing attention to the range 
of factors at play in hybrid texts, my approach may encourage other writers to experiment 
with new ways of employing them. 
 As Kress and van Leeuwen (2001, 55) state, the creators of multimodal texts can only 
choose from the semiotic resources they are aware of: ‘Semiotic modes which are not in the 
official public inventory of modes of a culture or a domain of practice, cannot be drawn into 
the process of design. Only recognised modes are available as elements for the design 
process.’ Kress and van Leeuwen (2001, 56) state that some modes are only recognised in 
relation to specific forms or contexts, and that ‘a discussion such as ours here may have the 
effect of changing this visibility.’ Similarly, van Leeuwen (2004, 26) argues that ‘social 
semioticians not only inventorize semiotic resources and investigate how semiotic resources 
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are used in specific contexts, they also contribute to the discovery and development of new 
semiotic resources and new ways of using existing semiotic resources.’ As discussed in the 
Literature Review, typography and images have traditionally been ‘invisible’ within the 
context of literature. Hopefully my analysis will help make them more visible by contributing 
to the recognition of their role in literary fiction. 
 I will outline each of the steps in my method below, and demonstrate how they can be 
applied to hybrid narratives by analysing a key text: Mark Z. Danielewski’s The Fifty Year 
Sword (2005). This is an ambitious project and hence this method is only one, tentative 
example of how hybrid texts may be analysed using multimodality theory. Many of the 
elements of word-image interplay described here could be explored in more depth. As more 
research is performed in this field I expect other examples to emerge. 
 
5.1 INTERPRETIVE SUMMARY 
Before analysing modal interactions, it is useful to provide a summary of the narrative for 
context. This summary provides a backdrop of broader concerns—including not only its 
structure, but other key elements such as character, genre and plot—against which the visual 
and verbal modes and their intersemiotic relations are measured. For example, Short (1999, 
305), before analysing Irvine Welsh’s Marabou Stork Nightmares (1995), provides a 
‘detailed interpretative summary of the novel [in order to] help “place” the passage analysed 
and make clear the unusual narrative structure.’ However, Short’s summary of the novel 
seems overly long in comparison with his analysis, and in places attracts attention away from 
the visual modes’ contributions in favour of the larger narrative structure. This is an inherent 
risk in the study of hybrid texts; in a multimodal analysis it is important to maintain a careful 
balance so both the visual and verbal modes receive an appropriate amount of attention. 
 
5.2 MODES 
After summarising the narrative, the researcher considers which modes, and which particular 
elements of these modes, contribute to meaning in the text. This step is mainly concerned 
with identifying the verbal and visual elements that appear on each page. According to van 
Leeuwen (2004, 25), the analysis of modes takes into account both their ‘physical realization 
and their semiotic potential.’ This step is more concerned with the former; the relationships 
between the modes, and their function within the narrative, will be addressed in later steps. 
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Similarly, Kress and van Leeuwen (2001, 51) begin their analysis of a science class plan by 
identifying which modes are used and when, and how they are arranged within the plan’s 
overall structure. To do so, they provide a brief summary of the lesson, identifying which 
modes are used to communicate each piece of information.   
 
5.2.1 Foregrounding 
All aspects of a book’s visual presentation can be considered as meaningful; however, my 
analysis generally focuses on visual elements that are used unconventionally. As Sadokierski 
(2010, 111) states, ‘when an author breaks the conventions they have established for their 
novel, we assume it is for a particular purpose.’ Deviance, an aspect of foregrounding, is a 
core concept in stylistics, describing how ‘deviances from the “norm” warrant attention’ 
(Gibbons 2011, 4). Graphic devices that subvert traditional conventions are foregrounded 
because they break reader expectation; this draws the reader’s attention to them and 
highlights their significance. More specifically, Fei (2004, 233) uses the term ‘markedness’ to 
describe verbal or visual elements that stand out as an atypical choice. She (ibid) argues that, 
in a specific form such as hybrid texts, a particular ‘selection of appropriate typography is 
expected. In addition, because of the association of certain Typography with particular 
genres, any departure from the convention or mismatch between Typography and genre 
would render those typographical choices as “marked.”’ 
 Many of the critics from the Literature Review discuss the differences between 
conventional book design and the graphic devices in hybrid texts. For example, White (2005, 
10) explores the sense of defamiliarisation created by these devices. Similarly, van Peer 
(1993, 50) examines ‘typographic foregrounding’ in poetry, and compares it to linguistic 
foregrounding: ‘central to the notion of [typographic] foregrounding is the characteristic, 
typically encountered in literary texts, of deviating from rules and habits, while at the same 
time displaying unusual regularity through partial repetition.’ However, there is a need to 
categorise the specific ways in which graphic devices challenge the reader’s expectations. 
 Levenston (1992, 7) suggests punctuation in literary texts can ‘deviate from the norm’ 
in a number of ways: ‘iconically, symbolically, through patterning, by omission, and in 
relation to closure.’ Iconically, the style of punctuation can match the events described. 
Omission refers to instances where expected punctuation marks are left out, such as in the 
final chapter of James Joyce’s Ulysses (1922). Patterning occurs when a particular 
punctuation mark is repeated throughout a story or poem. Closure relates to the absence of 
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capital letters or full stops at the start or end of sentences; this technique is often used at the 
end of a narrative to leave the reader hanging, searching for the missing convention. 
Levenston (ibid) only discusses these foregrounding techniques in relation to punctuation, but 
I argue a similar categorisation can be applied to all graphic devices.  
 I have identified five main ways in which graphic devices subvert conventions: 
exaggeration, alteration, repetition, deletion and combination. This taxonomy allows for a 
more systematic method of identifying graphic devices and understanding why they are 
foregrounded against convention.  
 Exaggeration occurs when the size or complexity of traditional graphic devices is 
embellished. For example, Jeff VanderMeer’s short story collection City of Saints and 
Madmen (2002) exaggerates conventional decorations by including extremely dense and 
intricate pseudo-Victorian borders and decorations on almost every page. In Salvador 
Plascencia’s The People of Paper (2005), the length of a column of text is exaggerated when 
it literally runs off the bottom of the page; this emphasises the fictional nature of the character 
by suggesting that without paper and ink he would not exist. Finally, in Alasdair Gray’s novel 
Poor Things (1992), instead of ending her letters with a single asterisk, one of the characters 
inserts a huge triangle of asterisks, revealing her exuberance and immaturity. This technique 
is often used to create a striking or impressive visual effect. It is sometimes taken to 
extremes, as in the hundreds of pages of appendices in Mark Z. Danielewski’s House of 
Leaves (2000), which disorient the reader by presenting them with large amounts of complex 
verbal and visual information. 
 Following on from this is alteration: the re-arranging or reshaping of conventional 
visual devices. An example is the typographic manipulations in Raymond Federman’s 
Double or Nothing (1971); the standard rectangular blocks of text in printed fiction are re-
arranged into hundreds of different shapes throughout the novel. The line direction is altered 
so that it moves up and down, or right to left; paragraphs are shaped into stars, triangles and 
other shapes. Similarly, certain letters and words in Mark Z. Danielewski’s Only Revolutions 
(2006) are printed in yellow, green and purple, a stark contrast to the traditionally black-and 
white typography in literary fiction. Alteration is often used in quite a radical way, because it 
involves fundamentally altering particular conventions to suit the author’s needs. As will 
become clear in later sections, the new shapes, colours or arrangements that result are often 
symbolic, echoing themes or images from the written text. 
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Fig. 5: Altered typography in Mark Z. Danielewski’s Only Revolutions (2006, 83/278) 
 
 In some hybrid texts familiar devices are simply repeated numerous times. For 
example, towards the end of The People of Paper the title and dedication pages are repeated, 
which calls attention, along with many other metafictional devices, to the constructedness of 
the text. Similarly, on the final page of Shane Jones’s Lightboxes (2010), the words ‘The 
End’ are repeated several times. In my own short story, ‘Sim-Therapy,’ the familiar 
convention of an epigraph is repeated numerous times. This is often done for humorous 
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effect, or to slow the pace of the narrative.  
 The opposite technique, based on Levenston’s ‘omission’ and ‘closure’, is the 
deletion or erasure of an expected graphic convention. In Roberto Bolaño’s novella By Night 
in Chile (2000) and Will Self’s novel Umbrella (2012), paragraph breaks are omitted—the 
entire narrative is presented as a single paragraph. Mathias Énard takes this a step further in 
his novel Zone (2010), which is presented as one sentence, with a single full stop at the end of 
the novel. As Levenston points out, this technique is often iconic, and can also generate 
anticipation by denying a sense of closure. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 6: Graphic device in Jeanette Winterson’s Sexing the Cherry (1989, 47) 
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 Finally, graphic devices may combine two or more visual conventions, or use one 
convention to fulfil the function of another. The cover of Dave Eggers’s You Shall Know our 
Velocity (2002) performs the function usually assigned to the first page of a novel: instead of 
a cover image and title, it contains the beginning of the protagonist’s narration. In Jeanette 
Winterson’s Sexing the Cherry (1989), images of different fruits are used to identify the 
multiple narrators. In this case visual images perform a function traditionally performed by a 
title, heading or the written text itself. In my short story ‘The Carillon,’ the images combine 
two visual conventions by fulfilling the traditional functions of both illustrations and section 
markers. This technique can reveal new meaning potentials for different modes by using them 
to perform functions usually assigned to others. 
 Although hybrid texts often experiment with the traditional appearance of printed 
literary fiction, some also subvert the conventions of other forms, such as non-fiction, comics 
and scripts. Kress and van Leeuwen (2001, 10) describe the semiotic principle of 
‘provenance,’ or ‘where signs come from.’ They propose that creators of texts constantly 
import signs from different contexts—other eras or cultures—to signify ideas or values 
associated with these contexts. For example, Richard Kostelanetz (1975, 85-100), discusses 
how many of the avant-garde, hybrid texts produced in the 1970s turn ‘the forms and 
trappings of literary scholarship into ironic fiction’ or ‘depend upon either material or 
structures taken from outside literature.’ 
 Levenston (1992, 113) argues that writers experiment with these other forms in three 
ways. The first is switching—typographically presenting the narrative as some other literary 
form such as drama or verse. The second technique is ‘importing norms from other, non-
literary, typographical genres: newspapers, advertisements, learned articles, sacred texts. The 
usual purpose of such deviations into other norms is to add verisimilitude’ (ibid). Finally, 
writers may transform conventions: ‘Only by discarding all the normal typographical 
conventions of literary text, prose or verse, and starting from scratch with a totally new 
concept of the potential of print, can any truly innovative use of layout for semantic purposes 
begin to take place’ (Levenston 1992, 114).  
 It is unclear what Levenston means by ‘discarding’ all typographic conventions; this 
seems like an almost impossible task, since, as discussed in the Literature Review, the visual 
presentation of literary works and their associated reading practices are deeply ingrained 
within society. It is hard to imagine what such a text would look like, let alone how the reader 
would approach it. I therefore use the third category—transforming—to refer to devices that 
import conventions, but also subvert some of these conventions using one or more of the five 
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techniques described above. For example, the text in Graham Rawle’s Woman’s World 
(2005) is a collage of words and phrases cut out of thousands of vintage women’s magazines. 
Rawle’s novel imports the typographical conventions—such as type size, typeface and type 
colour—from this other form, but it also alters these conventions by arranging the text into 
unusual layouts. 
 There is some overlap between these categories. For example, in Extremely Loud and 
Incredibly Close (2005) and Madeline Gins’s Word Rain (1969), line spacing is decreased 
until words run over the top of each other and become illegible. In the case of Extremely 
Loud and Incredibly Close, the narrator is attempting to write down his experience of the 
Dresden bombings, and the decrease in line spacing represents his inability to describe his 
traumatic past (he is also mute). This could be described as either exaggerating the amount of 
words on the page, or erasing the convention of line spacing. However, these categories allow 
the reader to pinpoint more accurately how a device disrupts familiar reading practices, and 
what effect the author intends it to achieve. 
 
5.2.2 Arrangement 
Once the unconventional elements of a text, and the ways in which they subvert convention, 
have been identified, the number of times these elements appear in the text can be measured. 
The researcher counts how many times the visual devices are used on each page to provide a 
sense of how they are spread throughout the text as a whole—how often each kind of device 
appears, how evenly they are spaced, and how consistently they are used. 
 I have found that hybrid texts can be divided into three main groups: those that only 
(or predominantly) include unconventional typography, those that only experiment with 
images, and those that experiment with both. The number of texts that fall into each category 
is roughly even, although the third category is perhaps the largest. This is partly because texts 
that include large or complicated images often require a more complex layout in order to 
accommodate these images and make their connections with the written text clear. Writers of 
hybrid texts do not necessarily employ all of the modes available to them and, as I will 
discuss more in the next chapter, often concentrate on particular elements of a particular 
mode, integrating it into their overall style.  
 My discussion of graphic devices’ arrangement is loosely informed by Baldry and 
Thibault’s (2006, 47) concept of ‘phases.’ Baldry and Thibault (2006, 54) only apply this 
concept to film, as opposed to printed texts, but it refers to ‘the ways in which different parts 
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of the same overall text may use different semiotic resources and different combinations of 
semiotic resources to create meanings which are specific to a particular part of a text.’ 
Similarly, Kress and van Leeuwen (2001, 55) briefly describe the importance of ‘sequential 
structuring’—the patterning of modes and the order in which they are employed.  
 After studying a variety of hybrid texts, I have observed that graphic devices tend to 
be arranged in four main ways: predominantly at the beginning of the narrative, grouped into 
one cluster or clusters in the middle, spread evenly throughout, or mainly at the end. The 
spacing of these devices is particularly relevant for Step 4, which considers how meaning is 
constructed across a series of images or typographic devices.  
 The first group—graphic devices that mainly appear at the start of the story—often 
experiments with the images that traditionally precede the written narrative in literature. For 
example, many standard print novels begin with a family tree that introduces the characters 
and the relationships between them, or a map that introduces the setting (for a discussion of 
the role of maps in literature, see Ljungberg’s 2005 article Cartographic Strategies in 
Contemporary Fiction). Many paratexts also occur at the start of the narrative, such as the 
title page, copyright page, table of contents and dedication. Dave Eggers subverts these 
conventions in his memoir A Heartbreaking Work of Staggering Genius (2000) by including 
a chart or ‘tree’ of the story’s thematic concerns, instead of its characters; he also produces a 
highly elaborate contents page, and, as discussed in Chapter 2, includes a humorous note in 
the copyright page. John Updike begins his short story ‘During the Jurassic,’ from the 
collection Museums and Women (1972), with an image of dinosaurs in a rainforest, which 
establishes the story’s setting and characters before the written narrative has even begun. 
Sadokierski (2010, 169) points out that writers often use such ‘teaser images’ to prepare 
readers for the unconventional graphic devices that follow. She observes that many authors 
gradually increase the complexity of these devices as the story goes along, perhaps so the 
reader can grow acclimatised to them. Kress and van Leeuwen (2001, 55) stress the 
importance of the ‘epistemological or rhetorical starting point’—the mode that is used to 
open a particular instance of communication. They suggest that, because different modes 
have different affordances, the initial mode should be selected carefully. 
 In keeping with Sadokierski’s idea, there are a number of hybrid texts whose graphic 
devices mainly appear at the end. These often subvert paratexts such as indices, appendices or 
author’s notes, providing additional images and notation. For example, some editions of 
Richard Flanagan’s Gould’s Book of Fish (2002) include colour pictures of the titular fish 
after the end of the story, and Alasdair Gray’s short story collection Ten Tales Tall and True 
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(1993) provides a large catalogue of notes and images at the end. These devices allow the 
author to include extra information after the main narrative has concluded. Many novels also 
end with a single graphic device after the final paragraph for effect, such as: Breakfast of 
Champions (1973), Life after God (1994), Marabou Stork Nightmares (1995), Filth (1998), 
Extremely Loud and Incredibly Close (2005), The People of Paper (2005), The Raw Shark 
Texts (2007) and The Selected Works of T.S. Spivet (2009). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 7: Glossy middle page from Steve Aylett’s Lint (2005) 
 
 On the other hand, some hybrid texts contain graphic devices in small groups or 
clusters, leaving the rest of the narrative typographically transparent. For example, Carol 
Shields’s The Stone Diaries (1994) and Steve Aylett’s Lint (2005) include a number of glossy 
pages halfway through the story that contain photographs and other images. This technique is 
a parody of the glossy pages that often occur in the middle of non-fiction books such as 
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biographies. Similarly, Jennifer Egan’s A Visit from the Goon Squad (2010) and Yann 
Martel’s Beatrice and Virgil (2010) only include visual devices in one chapter near the end of 
the text. Markus Zusak’s The Book Thief (2005) uses minor graphic devices throughout, but 
one particular chapter is presented as a picture book painted on the pages of Mein Kampf. In 
this kind of book the contrast between the graphically distinct sections and the rest of the text 
can be surprising, although it risks producing an uneven or inconsistent aesthetic. 
 A number of hybrid texts are inspired by and structured around a particular set of 
images, often public domain artworks. Examples include: Laura Esquivel’s Like Water for 
Chocolate (1989), Mario Vargas Llosa’s In Praise of the Stepmother (1990), A.S. Byatt’s The 
Matisse Stories (1993), Annie Proulx’s The Shipping News (1993), Richard Flanagan’s 
Gould’s Book of Fish (2002) and Krissy Kneen’s Triptych (2011). In these works, each 
chapter or short story is based around an image from a series. Such texts, including Italo 
Calvino’s The Castle of Crossed Destinies (1977), Andrew Losowsky’s The Doorbells of 
Florence (2009) and Robert Olen Butler’s Had a Good Time (2004), often use ekphrasis—the 
verbal description of a work of art—as the image or certain aspects of the image are 
described in detail in the corresponding story. The images are used both as a source of 
inspiration and as a structuring mechanism, acting as a visual frame narrative from which the 
individual stories branch. In this way they also function to constrain the narrative, much like 
the experiments of the Oulipo movement. For example, in his author’s note Italo Calvino 
(1977, 126) refers to the tarot cards that structure The Castle of Crossed Destinies as ‘a 
machine for constructing stories ... I was tempted by the diabolical idea of conjuring up all 
the stories that could be contained in a tarot deck.’ 
 Once the researcher has described the kinds of graphic devices used and their 
arrangement within the narrative, the grammars can be applied to analyse how these devices 
contribute to meaning. 
  
  
Chapter 7: Analytical Method 72 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 8: One of the doorbells from Andrew Losowsky’s The Doorbells of Florence (2009, 44) 
 
5.3 METAFUNCTIONS 
The researcher draws on the grammars to analyse how the modes employed in hybrid texts 
fulfil the three metafunctions. Semiotic modes can be analysed in terms of how they are 
‘oriented towards Interpersonal meaning (to capture attention), Textual meaning (to 
cohesively link parts of a text) or Experiential meaning (to indicate an action)’ (Fei 2004, 
224). This step is influenced by Nørgaard (2009b, 2010), who applies van Leeuwen’s 
grammar of typefaces and some of the concepts from Kress and van Leeuwen’s visual 
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grammar to hybrid texts. I will demonstrate how these grammars can be used to analyse 
typography and images in the textual analysis section at the end of this chapter. In the 
following sections, I will discuss in more detail how graphic devices can fulfil the textual 
function, which encompasses information value, salience, framing and linking. This function 
is often fulfilled differently in hybrid texts than in other print genres, such as magazine 
articles or advertisements.  
 
5.3.1 Linking 
Many of the critics from the Literature Review have described what van Leeuwen refers to as 
linking—the ways in which words and images are connected to one another within a 
multimodal text. Levenston (1992, 3) states that all graphic devices are either additive or 
nonadditive: 
 
Nonadditive     Additive 
Iconic  Text-Relevant 
Clarifying  Author-Relevant 
Mystifying  Reader-Relevant 
 
 
 According to Levenston (1992, 3), additive devices ‘provide further information, or 
semantic content, that is not available at the levels of vocabulary and grammar,’ while non-
additive devices do not. Levenston (1992, 3) identifies three kinds of non-additive devices. 
Iconic devices ‘repeat, or echo, the conceptual content of the text at the graphic level.’ This 
technique is used in concrete poems, whose shape reflects an object or idea described in the 
verbal text. Clarifying devices make the story’s meaning clearer; for example, italics can 
distinguish a character’s thoughts from their words or actions. Finally, a mystifying device 
‘often seems to serve no purpose other than to mystify the reader—or if nothing else, at least 
to tease him’ (ibid). 
 Levenston’s taxonomy provides a strong foundation for categorising graphic devices, 
but there are many gaps. In particular, Levenston’s categories of text-, author- and reader-
relevant are rather vague and it is often difficult to apply them to particular graphic devices 
because there are considerable overlaps between them. The ‘additive’ group in Levenston’s 
taxonomy also suggests that it is always the graphic devices that are contributing information 
to the narrative, and not the other way around. While in most hybrid texts the written 
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narrative is more dominant than the visual elements, this is not always the case. Even in 
hybrid texts that chiefly rely on the written word, there are some chapters or sections in 
which visual images become more dominant. In such instances, it is arguably the text—
whether in the form of captions, labels, commentary, footnotes or fragments—that adds 
information to or clarifies the visuals.  
 Similar to Levenston, McCloud (1993) identifies four different ways words and 
images can work together in comics: additive, parallel, montage and interdependent. The 
additive category is the same as Levenston’s, and the parallel category is the same as 
Levenston’s iconic category. Interdependent and montage could both fall into clarifying. 
  Jan Baetens (quoted in Maziarcyzk 2011, 173) also divides illustrations into two 
broad categories that roughly correspond to Levenston’s non-additive and additive: ‘pictures 
of the text’ and ‘pictures as text.’ ‘Pictures of the text’ are illustrations that ‘try to underline 
with visual means what has to be understood at the verbal level of the text.’ On the other 
hand, a ‘picture as text’ becomes ‘a “text” per se: it develops a logic in itself’ (ibid).  
 Finally, Schwanecke (2011, 151) suggests a scaling model, with congruence (the 
verbal narrative parallels the content of the images, and vice versa) at one end and 
discrepancy (caused by missing or conflicting information in the images and/or verbal 
narrative) at the other. Again, this corresponds to Levenston’s categories of additive and non-
additive devices, although expressing this as a spectrum reveals the varying degrees to which 
devices can fulfil these functions, and the overlaps between them. 
 Van Leeuwen (2004, 229-230) uses Halliday’s concepts of elaboration and extension 
to describe the links between verbal and visual information. These roughly correlate to 
Roland Barthes’s concepts of anchorage and relay. Van Leeuwen (ibid) identifies two types 
of elaboration: specification (in which the image makes the text more specific, or vice versa) 
and explanation (in which the text paraphrases the image, or vice versa). There are three 
kinds of extension: similarity (the text and image share similar content), contrast (the text and 
image present different content) and complement (the image adds further information to the 
text, or vice versa). This taxonomy clearly has much in common with those that have already 
been applied to hybrid texts. However, van Leeuwen’s taxonomy is more accurate because it 
takes into account the reversible nature of the relationships between words and images, and 
also systematises the different ways images can ‘add’ information to the text. I will therefore 
use van Leeuwen’s categories in my analysis.  
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5.3.2 Framing 
Van Leeuwen (2004, 7) defines framing as ‘the disconnection of the elements of a visual 
composition, for instance by frame-lines, pictorial framing devices ... empty space between 
elements, discontinuities of colour, and so on.’ He (2002, 203-204) argues that the stronger 
the connection between the elements of a text, the more likely the reader is to interpret them 
as ‘belonging together, as a single unit of information.’ Analysing framing allows researchers 
to understand how hybrid texts create a sense of cohesion or fragmentation. Van Leeuwen 
(2004, 13) describes six kinds of framing in magazine advertisements: segregation, 
separation, integration, overlap, rhyme and contrast. For example, the recipes at the start of 
each chapter in Laura Esquivel’s Like Water for Chocolate appear on different pages from the 
main text and are framed by thick black lines, clearly separating them from the main body of 
text.  
 This is a useful analytical tool, although there does seem to be more of a variety of 
framing devices in magazines than in literature. For example, Nørgaard (2010, 441) argues 
that the concept of framing is ‘productive’ but ‘not unproblematic’ when applied to literary 
fiction. Van Leeuwen (2004, 13) observes that some magazine ads use three kinds of frames 
in a single page. On the other hand, many hybrid texts only use one or two styles of framing 
throughout. However, I argue that the concept of framing can be used to analyse not only 
how images are separated or marked off from each other in hybrid texts, but also how 
different textual voices are separated.  
 Many hybrid texts, like Mark Z. Danielewski’s The Fifty Year Sword (2005), employ 
multiple narrators, and graphic devices are often used to distinguish between these by giving 
each voice a distinctive visual style. If there are multiple voices within a hybrid text, the 
researcher can analyse how the graphic devices represent the relationship between these 
voices—how they distinguish between them, structure them in relation to one another, and 
aid the reader’s navigation between them. Voices may be presented one after another, side-
by-side, one above the other, or within each other. They may also overlap or interrupt each 
other. This is primarily achieved with typographic devices, but images sometimes perform 
this function as well, such as the drawings of fruit in Sexing the Cherry. Headings, titles or 
decorations are also used to identify multiple narrators; for example, The People of Paper 
indicates who is speaking with a heading at the top of each column. 
 In many hybrid texts different voices simply occur one after another, and are often 
presented as separate documents. For example, Alasdair Gray’s Poor Things, Nick Bantock’s 
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Griffin and Sabine series and Belinda Bauer’s Blacklands (2010) include a number of letters 
from minor characters. These are very easy to distinguish from the main narrative because 
they are presented on separate pages and are typographically distinct.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 9: Multiple voices in Irvine Welsh’s story ‘Across the Hall,’ from The Acid House (1994, 103) 
 
 In some hybrid texts multiple voices are presented side-by-side on the page. In one of 
the short stories from his collection The Acid House (1994), Irvine Welsh describes a man 
and woman who live in the same apartment building and fantasise about each other without 
ever expressing their desires. The page is divided into two vertical columns, with the man’s 
thoughts on the left side and the woman’s on the right. This layout reflects the irony of their 
spatial proximity and shared feelings, contrasted with their lack of social connection. 
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Fig. 10: Columns in Salvador Plascencia’s The People of Paper (2005, 218) 
 
 This technique is taken to an extreme in Salvador Plascencia’s The People of Paper. 
Each chapter has one, two, or three columns per two-page spread, and each column is 
narrated by a different character. At the end of the novel the main characters, who are sick of 
the author spying on them, decide to wage war on him by arranging their columns into 
strategic formations that force him out of the book by using up all the white space. As a 
result, the two-page spreads near the end of the novel have up to nine columns of varying 
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lengths and widths. The final pages are very crowded and require some effort to read, but 
they also give the narrative a sense of momentum. According to Kress and van Leeuwen’s 
(1996, 186) concept of information value, the columns on the left side of the page can be 
interpreted as presenting ‘given’ information, while those on the right introduce something 
‘new.’ This concept explains how Plascencia creates this sense of momentum: each new 
column builds on the information presented in the previous one by referring back to it, 
creating a strong sense of cohesion despite the cacophony of voices.  
 One of the stories in Ian Williams’s collection Not Anyone’s Anything (2011) uses a 
similar technique, organising two main narratives into horizontal columns on the page. 
Placing multiple voices on the same page is clearly more complex than simply placing them 
one after another. For example, the concept of information value reveals that elements printed 
at the top of the page are commonly associated with the ideal, while those at the bottom of 
the page associated with the real (Kress and van Leeuwen 1996, 186). In Williams’s story, 
the narrative in the upper column occurs in a house, while the narrative at the bottom takes 
place in the basement, reflecting the position of the basement beneath the house. In line with 
Kress and van Leeuwen’s concept of the real and ideal, the bottom voice is grounded in the 
reality of the darkened basement, whereas the top voice takes place within the lighter and 
more open space of the house itself.   
  An example of one voice interrupting and overlapping another occurs in Irvine 
Welsh’s Filth (1998). Most of the novel is written from the point-of-view of a misanthropic 
police officer named Bruce, but small sections are also narrated by a tapeworm living inside 
him. The tapeworm’s point of view intrudes into the policeman’s; as the novel progresses the 
tapeworm’s point of view gradually begins to overlap and take over. The tapeworm’s 
thoughts—which are framed by squiggly lines indicating the walls of Bruce’s intestines—
start to block out Bruce’s narration. The squiggly lines also resemble parentheses, which is a 
clever visual pun because, much like a pair of parentheses, their function is to separate the 
two texts. The tapeworm’s narrative is written in bold, centred, san-serif text, which, 
combined with its very small line-lengths, gives it an appropriately claustrophobic feel. 
Welsh writes this section in bold to suggest that the tapeworm is taking over the police officer 
and disrupting his thoughts. As the main character’s mental and physical health declines 
throughout the novel, the tapeworm’s sections grow wider and longer until they fill the entire 
page. Again, the spatial arrangement of the voices in this novel is iconic: the secondary voice 
overlaps the primary discourse, but is also surrounded and framed by it, mirroring the 
tapeworm’s position within the policeman’s body. According to Kress and van Leeuwen 
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(1996, 196), elements in the centre of the page are ‘presented as the nucleus of the 
information to which all the other elements are in some sense subservient,’ while the text in 
the margins becomes an ‘ancillary, dependent’ element. This reveals how, by the end of the 
novel, the tapeworm has become dominant over the policeman.  
 
5.4 SEQUENCES AND TRANSITIONS 
After the modes have been considered within the space of individual pages, the patterns 
among these modes can be considered. I argue that graphic devices can be considered in 
sequence—across multiple pages or the entire narrative—not just in isolation. Some 
multimodal analyses of printed forms such as magazines and textbooks do not concentrate on 
sequences—perhaps because these forms are often shorter and more segmented than hybrid 
texts. However, a number of critics have analysed the transitions between images in comics. 
For example, Scott McCloud (1993, 73) develops a taxonomy of six kinds of transitions 
between individual frames: moment-to-moment, action-to-action, subject-to-subject, scene-
to-scene, aspect-to-aspect and non-sequitur. Fei (2007) uses McCloud’s taxonomy, combined 
with a ‘Discourse Semantics Stratum’ for images, as a basis for a multimodal analysis of the 
transitions in a children’s picture book and a comic strip. Fei tracks how recurring 
elements—such as actors or objects—create a sense of cohesion between the images. 
Analysing graphic devices in sequence can reveal patterns of visual motifs throughout the 
narrative as a whole. This allows researchers to understand how the devices are arranged and 
how the elements within them are presented in order to create repetitions or contrasts. 
 One of the main differences between comics and hybrid texts is that hybrid texts 
rarely use panels: the images tend to be much more spread out. In some hybrid texts a 
sequence of documents or images are reproduced as a series: in Elena Mauli Shapiro’s 13, 
rue Thérèse (2011) the pages of a letter appear one after another; in Jennifer Egan’s A Visit 
from the Goon Squad (2010) each page in one of the chapters represents a PowerPoint slide. 
However, graphic devices are often printed on separate pages, and with many pages of text 
between them. Therefore, the patterns between them are not always as apparent, and their 
ability to produce a narrative within themselves is sometimes overlooked. Nonetheless, links 
between them are still apparent, usually through the repetition of stylistic features such as 
size, colour and alignment. For example, Ray Robinson’s Electricity (2006) repeats the same 
full-page typographic device (which also appears on the front and back covers of some 
editions) with minor alterations throughout.   
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Fig. 11: Part of the flipbook in Steven Hall’s The Raw Shark Texts (2007, 371) 
 
 A number of hybrid texts employ a particular kind of sequence where both sides of 
the page represent both sides of a document or image. For example, Nick Bantock’s Griffin 
and Sabine series shows the fronts and backs of postcards on opposite sides of the page. 
Mark Z. Danielewski uses a similar technique in House of Leaves. This kind of sequence uses 
the images’ location as well as their orientation to draw a closer parallel between the paper 
the graphic device is printed on and the paper of the hybrid text itself, reproducing more 
faithfully the experience of reading the document or image. Some hybrid texts, such as The 
Raw Shark Texts and Extremely Loud and Incredibly Close, include flipbooks, which rely on 
a series of images printed on even-sided pages to produce a sense of movement. The 
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individual images form a kind of composite image, but they take up a great deal of space 
because every other page is left blank. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 12: List of illustrations in Alasdair Gray’s Poor Things (1992, 7) 
 
 In some hybrid narratives the written text itself draws attention to patterns within the 
images, or suggests links between the images in a sequence. For example, in Elena Mauli 
Shapiro’s 13, rue Thérèse (2011), the same image is reproduced four times, and each time the 
  
Chapter 7: Analytical Method 82 
written text refers back to the previous image and draws attention to different elements of it. 
Other texts highlight the sequential nature of the images through the use of captions or tables; 
for example, Poor Things, Lint, The Matisse Stories and The Mysterious Flame of Queen 
Loana feature lists of illustrations. The illustrations in The Selected Works of T.S. Spivet are 
all numbered and labelled, indicating they belong to the same set.  
 Overall, analysing connections between the visual devices in hybrid texts allows us to 
ask how they change or develop throughout the story, and to consider how this development 
complements that of the written narrative. In my analysis of The Fifty Year Sword below, I 
will show how analysing a sequence of images reveals the many shades of similarity and 
difference between the graphic devices.  
 
5.4.1 Changes in Scene 
Many hybrid texts also use graphic devices to signal a change in scene—a shift in time and/or 
place. It is not surprising that new spaces or environments are often first introduced visually 
in hybrid texts, given that images are traditionally considered more suited to representing 
concrete objects and spatial relationships (Kress and van Leeuwen 2001, 18). For example, in 
Mark Haddon’s The Curious Incident of the Dog in the Night-time (2003), new settings are 
mainly conveyed through a series of maps and diagrams of houses, streets and train stations, 
which are drawn by the main character, a young boy, as he attempts to find his way through a 
strange city. Reif Larsen’s The Selected Works of T.S. Spivet (2009) also features dozens of 
maps and diagrams drawn by the young protagonist, who is training to be a cartographer. 
These occur at the very start of the novel, before the written narrative begins, and at the start 
of each chapter. The reader’s first encounter of each new location is therefore almost purely 
visual. Edward Carey’s Alva & Irva: The Twins who Saved a City (2003) also begins with a 
map of a city, and The Doorbells of Florence (2009) introduces each new story with a 
photograph of a doorbell from the house or apartment where the story is set. As discussed 
above, maps in particular have often appeared in otherwise graphically conventional 
literature. Similarly, Kress and van Leeuwen (2001, 18) discuss how, in children’s picture 
books, images often show spatial arrangement and colours, while the written text provides 
back-story and explains relationships. 
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Fig. 13: Images of setting in Reif Larsen’s The Selected Works of T.S. Spivet (2009, 3) 
 
 Hallet (2011, 227) analyses how hybrid texts represent space and ‘movement, 
transport, mobility and migration.’ He (ibid) suggests the form is highly appropriate for this 
because ‘the integration of different types of symbolisation of movement leads to a more 
comprehensive and conceptually adequate, although fictional representation or imitation of 
spatial or motional knowledge.’ Hallet’s (ibid) work reveals that analysing how graphic 
devices establish setting in conjunction with prose is a fruitful area of research, because  
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the various semiotic modes that the multimodal novel deploys are obviously better 
suited to express and communicate these different meanings and concepts of space and 
movement than the solely linguistic mode ... There are different symbolic languages 
available that have a more specific capacity to represent and express the physicality and 
sensuality of human spatial and motional experiences. 
 
5.5 VOICE AND POINT OF VIEW 
This step focuses on the graphic devices’ relationship with the story’s voice(s) and point of 
view. In order to fully understand how these devices contribute to the written text, the 
researcher needs to consider from whose voice the graphic devices are presented. They are 
often introduced by the narrator, but sometimes they are part of other voices. In some cases, 
the origin of the graphic devices remains unspecified. My discussion of graphic devices and 
voice is influenced by Hallet (2010, 133), who describes how images are often incorporated 
into the storyworld of hybrid texts and therefore become an intrinsic part of the characters’ 
perceptions. For example, he states in relation to Marisha Pessl’s Special Topics in Calamity 
Physics (2006): 
The visual elements are not actually illustrations in the traditional sense, but part of 
the narrative world, produced by the narrator and directly woven into the narrative 
discourse by the device of drawing upon them continuously in ekphrastic passages ... 
Since these visual elements are “aids” provided by the narrator for the fictive reader, 
and are fully integrated into the narrative discourse, they possess the same status as 
the verbal narrative text, and vice versa. They are representations of a medium (hand-
drawing on paper) in the same sense as the printed page is a representation of the 
original text, hand-written or typed by the narrator. 
 
 However, graphic devices are not always part of the storyworld—that is, they can be 
both extra- or intra-diegetic. This functions slightly differently for typography and images. 
 Extra-diegetic images simply represent something from the storyworld, whereas intra-
diegetic images are themselves part of the storyworld. This corresponds to Sadokierski’s 
(2010, 32) distinction between illustrations and illustrative elements. Sadokierski (ibid) 
argues that, unlike traditional illustrations, which simply represent characters, settings or 
objects from the text, an illustrative element is integral because ‘the narrator or other 
characters in the book are aware it exists—their awareness shows the element is embedded in 
the fabric of their world. These illustrative elements are used as literary devices, rather than 
illustrations of the text’ (ibid). As Maziarcyzk (2011, 172) puts it, traditional illustrations ‘are 
an element of the text which is not attributable to the homodiegetic narrator: they are added 
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by the author and/or editor to reinforce visually what is otherwise described in the narrative 
content.’ The relationship between this kind of image and the written narrative is often quite 
obvious because they represent the same concepts, albeit in different ways. However, the 
images themselves are not referred to or described in the written text.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 14: Extra-diegetic image in Douglas Coupland’s Life After God (1994, 46) 
 
 An example of a hybrid text that uses these kinds of images is Douglas Coupland’s 
Life after God (1994); each page of text is accompanied by a small line-drawing of an object 
or character from the narrative. The images themselves are not referred to in the text and the 
characters are not aware of them. Life after God is unconventional in other ways, such as the 
frequency and arrangement of the images. 
 The second kind of image is not found in traditional illustrated fiction and is more 
closely tied to the written narrative because the image itself forms part of the story, and hence 
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if it were removed or altered the story as a whole would be affected. Umberto Eco’s The 
Mysterious Flame of Queen Loana (2005) contains many intra-diegetic images. The narrator 
describes his search through archives of old comics and other ephemera from his youth in an 
attempt to regain his memory after a stroke, and full-colour reproductions of these documents 
are spaced throughout the text. In this instance, the documents themselves are part of the 
story—the narrator encounters the images themselves, not just the people or objects depicted 
in the images. 
 
 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 15: Intra-diegetic image in Umberto Eco’s The Mysterious Flame of Queen Loana (2005, 251) 
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As a result, when the reader encounters the comics on the pages of the novel, they see the 
same thing the narrator sees; it is as if they are looking at these documents through the 
narrator’s eyes. Intra-diegetic images often reflect the narrator or protagonist’s point of view 
more directly because they are a part of their experience, and they are often explicitly referred 
to or described within the text. This kind of image is very common in hybrid texts, which are 
often self-reflectively concerned with the nature of textuality and print. In many hybrid texts 
this is manifested in a plethora of different genres or forms of text. 
 Similarly, typography can be used to alter either narration or found documents. In 
many hybrid texts typography is used to inflect the narrator’s discourse; this kind of 
typography tends to be outside the storyworld because, like traditional illustrations, it is only 
experienced by the reader, not the characters. This kind of typography is often used to 
iconically reflect ideas or themes from the story, or to emphasise certain parts of the text. 
However, it may also have an organisational function in terms of helping the reader navigate 
between multiple voices or sections of text. Danielewski often uses this kind of typography, 
as does the Scottish novelist Irvine Welsh. In Welsh’s novel Marabou Stork Nightmares, for 
example, the line-direction and line-lengths are altered to iconically represent the narrator’s 
shifts back and forth between the real world and a dream-state. Even though the narrative is 
first person, the narrator does not refer to these typographic devices and the narrator could not 
in fact be designing them (or even writing the text) because he spends most of the novel in a 
coma and is eventually killed. As with traditional illustrations, the typography is viewed as an 
implicit part of the text, placed there by an author outside of the story with an unseen hand. 
Similarly, typography that appears within images also tends to be extra-diegetic. This might 
include words written on a sign, document or clothing, such as the engraved message on a 
locket in Kurt Vonnegut’s Slaughterhouse Five (1969). 
 However, some typographic devices represent documents or pieces of text that are 
part of the storyworld. For example, in Douglas Coupland’s novel Microserfs (1995), a 
number of pages include a selection of seemingly random words printed in Helvetica. These 
words are not part of the narrator’s voice and are physically separated from it. The narrator 
does, however, explain their provenance: he describes how every morning he types words 
into a file on his desktop in the hopes of eventually stumbling upon artificial intelligence. The 
typographic devices in Microserfs are intra-diegetic, and linked to plot and character, because 
the protagonist himself creates and regularly refers to them. This kind of device often occurs 
when a character encounters a document such as a letter or a note and the document itself is 
reproduced in the narrative. For example, in Poor Things one of the main characters receives 
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a note from another character, and the text is hand-written and stained with tears. This kind of 
typography can be more disruptive because it necessitates interrupting the written text with a 
separate typographic device. However, it also tends to suggest more about the characters or 
the plot. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 16: Typographically distinct letter in Alasdair Gray’s Poor Things (1992, 145) 
 
 Sillars (1999, 75) points out that the viewpoint portrayed in illustrations can also 
inflect the reader’s relationship with the written narrative. For example, Sillars (ibid) 
discusses Victorian short stories in which the illustrations’ viewpoint is  
… outside that of the narrator, whether implied, omniscient, or first person, of the 
verbal narrative ... the illustrations are presented in such a manner, stylistically, as to 
constitute another Bakhtinian voice in the presentation of characters and action. Even 
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when a first-person narrator is used, as most famously in the Sherlock Holmes stories, 
the viewpoint is not his or hers but that of a separate, privileged spectator. The result 
of this, paradoxically, is to allow the reader to become more directly a part of the 
fictive world of the story and also to feel in control of it. One never has a sense of 
becoming someone else, of losing control, and instead the feeling of enclosure within 
this world is complete. 
 
 There are many examples of this from traditional illustrated fiction, such as the novels 
of Charles Dickens, in which the illustrations are generally presented from a third-person 
perspective, even when the narrative is first person. However, many hybrid texts use images 
that are presented from the same point of view as the narrative. For example, images that are 
referred to directly in the written text, and which are therefore part of the storyworld, are 
often presented on the page from the narrator’s point of view. In novels such as Joseph 
O'Conner’s Redemption Falls (2007), Carole Maso’s The Art Lover (2006) and Jeffrey 
Eugenides’s Middlesex (2002), whenever the narrator encounters a photograph or other piece 
of ephemera, it is reproduced within the narrative, as if the reader is looking at it through the 
narrator’s eyes.  
 An example of how viewpoint can differ between the verbal and visual texts occurs in 
Joyce Carol Oates’s Zombie (1995), which contains felt-tip illustrations that are presented 
from both first- and third-person points of view. The first-person drawings include a pair of 
eyes the narrator imagines staring at him, a clock he is staring at, and his own reflection in the 
mirror. Some of the drawings are even presented in their actual size, as the narrator points out 
in his captions. On the other hand, the third-person drawings include a picture of him and his 
father standing around a fire. This is significant because the narrative also consists of both 
first- and third-person sections. The majority of the story is presented in first person, but the 
narrator occasionally lapses into third person, describing himself as if he were another 
person. This often happens when he describes events from his childhood or distant past, or 
when he imagines himself through other peoples’ eyes. For instance, at one point in the text 
he imagines himself in the shoes of one of his victims: ‘For just that instant I was BIG GUY 
going under, or RAISINEYES, or who was it—BUNNYGLOVES. & I saw Velvet Tongue in 
my place in my own body in this chair & it’s like my eyes were his!’ (Oates 1995, 69). The 
narrator’s swapping between these different viewpoints is indicative of the sense of 
alienation, depersonalisation and fragmentation that have consumed his identity. The 
illustrations and the narrative have been carefully interwoven not only because the drawings 
and the drawing style are directly referred to in the narrative, but because the switching 
  
Chapter 7: Analytical Method 90 
between first and third person occurs in both the verbal and visual texts. 
 
5.5.1 Captions 
Researchers can also analyse how graphic devices are attributed to a particular voice within 
the story, revealing how closely the two are interwoven and how explicit the connections 
between them are made. This is achieved both textually and visually, and is similar to the 
captioning of dialogue, which can be signalled in a number of ways, such as attributions, 
quotation marks, italics and punctuation. The only critic I know who has discussed this is 
Sadokierski (2010, 193), who refers to it as ‘captioning.’ She (ibid) states that captions 
traditionally fulfil two functions: they ‘attribute authenticity to an image by crediting an 
artist’ and ‘pin a written explanation to the image, “fixing” its intended interpretation.’ 
However, Sadokierski (ibid) argues that ‘to include such a caption in a novel would disrupt 
the verisimilitude the novelist works so carefully to create. Without attribution or 
explanation, the authenticity of the graphic devices in novels is deliberately vague – the 
distinctions between author and character, between actual and fictional worlds, are blurred, 
extending the artifice of the novel.’  
 Unlike traditional captions, the ‘captions in hybrid novels are not short, sharp 
sentences or paragraphs that pin images to the page with an intended interpretation. They are 
more loosely related passages or phrases, linked conceptually but not necessarily in spatial 
proximity’ (ibid). Sadokierski (2010, 194) identifies three different types: instructional 
captions, frame captions, and in-text captions. An instructional caption ‘reads like a scientific 
or textbooks [sic] caption,’ and consists of a short, descriptive explanation of the graphic 
device. Frame captions use sentences such as ‘Here is what their flag looked like:’ (Vonnegut 
1973, 8), which are ‘made by the character or narrator directly acknowledging the presence of 
a graphic device – they present it to us like a picture, but do not provide attribution or 
explanation for how to interpret the image’ (Sadokierski 2010, 194). Finally, an in-text 
caption is a ‘reference to the graphic device, or situation where the device came from, within 
the narrative that is not attached to or beside the image. No explicit links are made between 
these two images, one written and one visual, but the image makes sense in relation to the 
written passage that precedes it’ (ibid). 
 This is a useful foundation for analysing the links between text and graphic devices, 
although the connections can be more complex than these three categories suggest. For 
example, there is a wide variety of in-text captions. Some hybrid texts do not refer to their 
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graphic devices at all, although they may describe characters, settings or objects that appear 
within them. In third-person novels this often implies they have been inserted by an 
omniscient narrator, while in first-person novels their provenance can remain unclear. Some 
hybrid texts, such as the novels of W.G. Sebald, even present ambiguous or conflicting 
information within the written text about the content or source of the graphic devices. In 
Dave Eggers’s You Shall Know our Velocity (2002), the narrator includes a photo of a piece 
of paper that he admits to having lost, which leaves the reader in doubt as to how it could 
appear in the book.  
 As Sadokierski observes, these kinds of devices usually link to the written narrative 
via their spatial proximity. For example, in some of the stories in John Updike’s Museums 
and Women (1972), images are arranged within the margins of the written text, beside their 
verbal descriptions. In Douglas Coupland’s Generation X (1991), images and small text 
boxes are arranged outside the margins, but are still located beside the piece of text they refer 
to. In Umberto Eco’s The Mysterious Flame of Queen Loana (2005), images of books and 
other ephemera described in the story are presented between paragraphs, above quotations, or 
on separate pages, but there are no captions to introduce them. In all of these examples, the 
placement of graphic devices beside relevant concepts or ideas suggests a relationship 
between them. 
 Other texts explicitly describe graphic devices and their origins, but the distance 
between these references and the graphic devices themselves varies. My discussion of the 
ordering of information in hybrid texts is influenced by Peter Sillars’s discussion of the 
placement of illustrations in Victorian short stories. Sillars (1995, 73) discovers that the 
events in Victorian short fiction, unlike in the novels of the same time period, ‘almost 
invariably appear significantly earlier in illustrations than they do in the verbal text.’ In this 
way the story develops a ‘dual time scheme,’ where the illustrations create a sense of 
‘implication’ of what will happen later (Sillars 1995, 74). He argues that this makes the 
reading process simpler by ‘suggesting future action’ and gives the reader a ‘kind of superior 
knowledge’ on the same level as the author or omniscient narrator. I experiment with this 
concept in my own short stories ‘The Carillon’ and ‘Sim-Therapy’ (see Chapter 6, p.138). 
Sillars’s work reveals the importance of considering which information is first revealed 
textually and which is first shown visually. Analysing this reveals why the author has chosen 
to employ the different modes in a particular order. 
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Fig. 17: Portrait of the narrator in Alasdair Gray’s Poor Things (1992, 2) 
 
 Often, as in Benjamin Hale’s The Evolution of Bruno Littlemore (2011), the in-text 
references appear before the images. In some texts, such as Douglas Coupland’s Life After 
God (1994), the graphic devices appear before the in-text references, although in this case 
they are still on the same page. Alasdair Gray, in the novel Poor Things (1992), provides 
portraits of the main characters, but the distances between these portraits and their in-text 
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references varies greatly. For example, the narrator, Archibald McCandless, begins his 
narration and is described in some detail on page 9, but his portrait appears much earlier, on 
page 2. Another character, Godwin Baxter, is first described on page 12, and his portrait 
appears directly opposite this description, on page 13. A third character, Bella Baxter, is first 
introduced on page 29, but her portrait does not appear until page 45. These variations tie in 
with the ontological uncertainty that surrounds many of the characters and events in the 
novel, which are presented from multiple, often contradictory, perspectives and combine 
historical figures and events with fictional ones. As Lynne Diamond-Nigh (1995, 182) points 
out, these portraits subvert the reader’s expectations of knowing the truth, ‘as the layers of 
authority, reality, and fiction intermingle and collide. They are attributed to a Scottish 
portraitist, William Strang, but are in their caricaturesque reductions, pastiches of traditional 
pastiche.’  
 There are also many kinds of frame captions. One of the most common techniques for 
introducing graphic devices is with a sentence ending in a colon, such as ‘It looked like this:’ 
(Vonnegut 1973, 134). The images beneath the caption tend to be centred and fit within the 
text’s margins. Kurt Vonnegut was one of the earliest writers to use this technique in literary 
fiction, and it appears in many of his novels, such as Slaughterhouse Five (1969), Breakfast 
of Champions (1973), Hocus Pocus (1990) and Timequake (1997). Alasdair Gray’s Poor 
Things (1992, 144) elaborates on this technique by using a colon as well as a small symbol of 
a hand pointing sideways at the device, which appears on the opposite page. Mark Haddon’s 
The Curious Incident of the Dog in the Night-time (2003) uses frame captions, but omits the 
colon at the end of the sentence, transitioning into the graphic devices without the use of 
punctuation. Ian Stewart’s Flatterland (2001) uses many different kinds of frame captions; 
for example, on many pages (34, 71, 141 and 162) diagrams appear in the text without an 
introductory caption, but the written explanations of the diagrams are continued within the 
diagrams themselves. Many of these techniques are similar to the way dialogue is introduced; 
the link between text and image is often very clear because they are treated almost as if they 
are part of the same sentence. 
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Fig. 18: Frame caption in Kurt Vonnegut’s Slaughterhouse Five (1969, 90-91) 
 
 Elena Mauli Shapiro’s novel 13, rue Thérèse (2011) uses many different frame 
captions. Page 160 uses an introductory caption with a colon, but the caption simply says 
‘The shutter clicked:’ This is an interesting attribution style because, by describing an action, 
it keeps the plot moving, and leaves a small logical gap for the reader to work out that when 
the shutter clicked the photo beneath it was taken. Some of the images (pages 14, 23, 32) are 
introduced by chapter headings, appearing directly underneath them, before the written part 
of the chapter begins. Some images also appear within parentheses, with the caption ‘NB’ 
(252). Sometimes a number beside an image leads to a footnote, which tells the story behind 
it (80), and in other places images appear as footnotes to pieces of text (248). Many of the 
captions also appeal directly to the reader. For example, on page 5 an image of a box is 
introduced with the sentence ‘Here is the lid on the box:’ and is followed by the sentence 
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‘Would you like to open it?’ Similarly, on page 81 the text beside a postcard instructs the 
reader to ‘Look at what the ornate white type says, at the corner of the postcard: “Un 
Souvenir.”’ On page 26 a postcard is shown, and the paragraph after it interprets the sender’s 
difficult handwriting, essentially translating the image into text. In these examples the written 
text encourages the reader to interact with the graphic devices or study them in more detail, 
as well as repeating some of the information from these devices in order to clarify or make it 
easier to read. Clearly, 13, rue Thérèse employs a wide range of attribution styles, some of 
which are imported from non-fiction, producing a unique interplay between text and image 
that, like Poor Things, complements the story’s playful intermingling of history and fiction. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 19: Frame caption in Elena Mauli Shapiro’s 13, rue Thérèse (2011, 32) 
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 In addition to analysing transitions into graphic devices, I argue that it is important to 
consider how authors transition back into written text. Analysing these kinds of transitions 
reveals how the narrative flow is maintained despite the potential interruption caused by 
images. In many hybrid texts, such as David Mitchell’s The Thousand Autumns of Jacob de 
Zoet (2010) and Peter Carey’s Parrot and Olivier in America (2010),	  the next paragraph of 
the story simply appears beneath the image, with or without indentation. Sometimes an image 
occurs in the middle of a sentence; for example, in Flatterland (2001, 104) and Charles Yu’s 
How to Live Safely in a Science Fictional Universe (2010, 108), diagrams and typographic 
devices appear halfway through sentences, which are then resumed beneath them. In some 
novels—such as William Faulkner’s The Sound and The Fury (1929), Dave Eggers’s You 
Shall Know our Velocity (2002), Kathy Acker’s Blood and Guts in High School (1984) and 
Peter Handke’s The Goalie's Anxiety at the Penalty Kick (1970)—graphic devices appear in 
the middle of sentences and are also printed in-line with the text, as if standing in for letters 
or words. This technique does not interrupt the writing, although it can also be disorienting or 
unexpected because the images and text are not marked off from each other.  
 On the other hand, some hybrid texts use punctuation to transition back into written 
text, such as ellipses in Flatterland (2001) and em-dashes in 13, rue Thérèse (2011). Some 
typographic devices are even attributed using quotation marks, as in Flatterland (168), where 
one of the characters’ dialogue is printed in a smaller type size than the others’. Similarly, 
Reif Larsen’s The Selected Works of T.S. Spivet (2009) uses arrows to connect concepts in the 
written text to figures and diagrams in the margins, and sometimes the image has another 
arrow leading to more text (110). 
 Overall, hybrid texts can transition in and out of graphic devices in many ways, and it 
is useful to consider which visual as well as textual markers are used. As a creative writer, I 
find the analysis of captions particularly useful because it reveals how authors introduce 
graphic devices into their stories and connect them to the written text. In addition, researchers 
can also analyse whether narrative elements are first represented visually or verbally, and the 
distance between the two. These markers may change, as in 13, rue Thérèse (2011), but many 
hybrid texts use the same attribution style throughout, producing a greater sense of unity. 
This is similar to the way some authors, such as Cormac McCarthy, use distinctive formatting 
styles for dialogue. 
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Fig. 20: Graphic device in Dave Eggers’s You Shall Know our Velocity (2002, 16) 
 
5.6 SYNTHESIS 
The analysis concludes with a synthesis of the insights gained from the previous steps to 
reveal how the modes of written language, typography and visual images are all used to shape 
the narrative. 
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5.7 THE FIFTY YEAR SWORD 
Now that I have described my analytical method, I will demonstrate its practical application 
by performing an analysis of Mark Z. Danielewski’s The Fifty Year Sword (2005). I have 
chosen this text because it develops very close relationships between the verbal and the 
visual. Danielewski weaves together a complex pattern of visual and linguistic motifs; the 
written narrative contains many symbols that are reflected in its visual elements. In particular, 
my analysis will focus on Danielewski’s use of these intersemiotic relations to unsettle the 
reader and subvert conventional models of narration. In an article published in the October 
2012 issue of The International Journal of the Book (Luke 2012), I demonstrated how a 
typographic grammar could be applied to The Fifty Year Sword; my analysis here will build 
on this article by providing a more in-depth multimodal study of all of the book’s graphic 
elements. 
 
5.7.1 Interpretive Summary 
The Fifty Year Sword was published in 2005 by the Dutch publishing company De Bezige 
Bij. Only 1,000 English copies were published in the first print run, followed by another 
1,000 in 2006. The book’s rarity could explain why it has received little critical attention, 
even though Danielewski’s other two hybrid texts, House of Leaves (2000) and Only 
Revolutions (2006), have sparked much debate around print novels’ relationship with other 
media. The Fifty Year Sword was given a broader U.S. release in October 2012. It can be 
described as a short story or novella, because, even though it contains 100 pages, it is only 
approximately 8,000 words long—the typography spreads the words out over a large space. 
The jacket design and book layout were developed by Danielewski in collaboration with 
Studio Jan de Boer. The illustrations are by Dutch artist Peter van Sambeek. 
 The protagonist of The Fifty Year Sword is a Thai seamstress called Chintana, who is 
invited to a Halloween party. At the party she runs into a woman named Belinda Kite, who 
had an affair with Chintana’s husband. Later in the evening, a mysterious storyteller performs 
for five orphaned children. The storyteller tells the children about his quest, which took him 
through mysterious landscapes such as a forest with no sound, to find a magical sword with 
an invisible blade. He warns the children that the blade is very sharp and cuts every time, but 
the wound will not appear until the victim’s fiftieth birthday. Belinda does not believe the 
storyteller, and, to demonstrate that the sword is not real, she swings the invisible blade at 
herself. It seems to have no effect. Earlier (24), however, it is revealed that today is Belinda’s 
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fiftieth birthday, and the story closes with the image of Belinda’s fingers being severed by an 
invisible force as Chintana rushes to help her. The plot is structured around Chintana’s 
character arc. At the beginning of the story, her anger at Belinda makes her feels as if she 
could cut someone’s throat: ‘only infliction promised peace’ (8). Her hatred for Belinda 
continues to grow in later scenes; for example, she imagines that if she were to actually touch 
Belinda, ‘the results would have been cataclysmic’ (14). However, by the end of the story 
Chintana has learned how to show compassion towards Belinda, despite her earlier betrayal. 
This change is influenced by her listening to the storyteller’s tale, because he too is originally 
motivated by revenge in his search for the sword: ‘I am a bad man with a very black / heart. 
And it was only that badness and / blackness which forced me to seek out [the sword]’ (42). 
Overall, The Fifty Year Sword has a relatively simple narrative structure, which distinguishes 
it from Danielewski’s other works. 
 The story is told by five separate narrators. Danielewski problematises traditional 
models of narration—it is unclear whether the five narrators are hetero- or homo-diegetic. 
Danielewski (quoted in Knecht 2005) has suggested in interviews that these narrators could 
be the five orphans. The story is written in past tense, but it is unclear how much time has 
passed since the events of the story took place. Even though the orphans may be the narrators, 
they are still referred to in third person. Danielewski himself is presented not as the author, 
but as an editor or arranger of the five narrators’ stories. The focalisation is hence indistinct, 
giving the narration a sense of multiplicity. Danielewski even signed some of the first copies 
in the narrators’ five colours. This distances the author from the text and, along with the 
anonymity of the narrators discussed above, encourages the reader to question the origins of 
the narration and the story itself. 
 The author’s note describes The Fifty Year Sword as a ‘ghost story’ (6), and, like 
House of Leaves, it uses many tropes of the horror genre—such as stormy weather (21), 
shadowy figures (34) and a mysterious house (14)—to create an eerie, uncanny atmosphere 
that foreshadows the violent ending. The story is stylistically complex, but its short length, 
the storyteller’s fairy-tale-like narrative and the five orphans also suggest that it could be read 
as a children’s story. These two genres are not mutually exclusive, but in this instance the 
contrast between them is occasionally unsettling. Danielewski (quoted in Knecht 2005) states 
that the story was originally shelved by his publisher for this reason, and in the text he self-
reflectively draws attention to this odd mix of styles when Chintana comments on the ghost 
story told by the storyteller: ‘Where were the animals, the gleefully abandoned, or the stormy 
skies appropripriate for a ghost story for the young?’ (42). Danielewski also refers to it in the 
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author’s note, where he questions whether the story ‘can rightly even be considered a ghost 
story’ (7). The copyright page also mentions that the book was released in October—it 
actually came out on Halloween, which Danielewski (quoted in Knecht 2005) considered 
significant because it’s a way of ‘indulging our chance to procure different identities, there’s 
a playfulness, a mischievousness to it ... it also cues you in to the fact that maybe something 
can go wrong. It’s a dark time.’ The masked identities associated with Halloween highlight 
the mysterious nature of the five narrators. 
 
5.7.2 Modes 
Studying the pages of The Fifty Year Sword quickly reveals that it employs a range of visual 
devices—both typography and images—and subverts graphic conventions in a number of 
ways. Perhaps most notably, it alters conventions by using a variety of colours in the written 
text. The convention of the author’s note is also altered because the text is manipulated into a 
specific shape. Danielewski also exaggerates the familiar convention of quotation marks 
around dialogue by presenting every line with a new quotation mark, and sometimes multiple 
quotation marks. However, he also deletes the convention of a second quotation mark at the 
end of dialogue. The Fifty Year Sword imports the convention of shorter line lengths and 
large amounts of white space from poetry. This convention is also exaggerated in the large 
amount of blank pages in the text. Linguistically, Danielewski’s emphasis on imagery, 
wordplay and unconventional spellings is also reminiscent of poetry. Some of the illustrations 
are also exaggerated because they appear across entire two-page spreads. Overall, The Fifty 
Year Sword presents a very distinctive visual surface because it uses a number of 
techniques—alteration, exaggeration, deletion and importing—to subvert reader expectations. 
 The distribution of graphic devices throughout the text is relatively simple to measure 
because they are very carefully and consistently organised. Not counting the end pages, there 
are fifty double-page spreads in the book. There are exactly fifty pages with written text—
including the title pages, copyright page and author’s note. All of the written text, except for 
the title pages, appears on the left side of each double-page spread. The other fifty pages, on 
the right side, are all either blank or contain illustrations. In this way, words and images are 
literally given equal space in the narrative. Given the story’s title and central concept, the 
number of pages takes on a significance of its own. This is an interesting technique because 
the amount of pages in the book is not itself unconventional, but it takes on significance 
anyway because of the parallels that are drawn between it and the written text.   
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Fig. 21: Altered typography in Mark Z. Danielewski’s The Fifty Year Sword (2005, 8) 
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 The title page is unconventional because it lists five quotation marks as the authors of 
the story, instead of Danielewski. The author’s note on page 5 is centred and the line lengths 
are varied, giving it the shape of an upside-down hilt. The narrative begins on page 8. Each 
page contains one column of left-aligned text with a very short line length—on average about 
three or four words—and all new lines are indented. The five narrators in the story are 
identified by coloured quotation marks: yellow, orange, red, dark red and purple. A single 
quotation mark appears at the start of every line in the text, but not at the end of the lines. The 
first quotation mark of each new section is presented in a larger type size. 
 There are 12 illustrations; seven are printed on a single page, and five are printed 
across two pages. The illustrations appear on pages 10-11, 16-17, 29, 45, 48-49, 56-57, 61, 
65, 71, 75, 91, and 96-97. Nothing else is printed on these pages. The illustrations consist of 
drawings, all produced in the same style. It could be argued that the material aspects of the 
book—such as its unconventional size—are also significant, but as mentioned above, these 
are beyond this project’s scope. 
 From this brief overview it can be seen that The Fifty Year Sword’s visual aesthetic is 
very consistent. It is a clear example of a hybrid text that employs graphic devices 
throughout. Nearly all of the even pages contain the same typographic devices, and the 
illustrations are spread evenly, although they appear more frequently in the middle, with a 
cluster between pages 45 and 75. There are, however, a number of exceptions to this 
aesthetic. The use of punctuation grows increasingly complex as the story progresses, with 
the amount of punctuation marks steadily increasing until page 76, at which point it returns to 
a similar rate as at the beginning. Secondly, on page 54 a new colour—grey—is used, and a 
single word is presented with different margins and punctuation. On the final page of the 
story (page 100), only one line of text appears at the bottom of the page, and another new 
colour—pink—appears. The final illustration (96-97) includes bright red drops of blood, 
which contrasts with the colours in the previous illustrations. 
 
5.7.3 Metafunctions 
Textual 
As explained above, the textual metafunction reveals how the elements of a text cohere into a 
unified whole. The framing of the words and images in The Fifty Year Sword—the ways in 
which they are marked off from or connected to each other within the text—can be classified 
as ‘rhyme’ (van Leeuwen 2004, 13). The words and images are printed on different pages and 
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separated by white space, which suggests they should be considered separately, but their 
similar use of colour also suggests they have some qualities in common (van Leeuwen 2004, 
12). Kress and van Leeuwen (2001, 25) argue that colour offers the semiotic possibility of 
‘“association” with other colours, with other materials ... and with other culturally salient 
aspects and their meanings in a culture, and at a particular time.’ The five colours—yellow, 
orange, red, dark red and purple—used to distinguish between The Fifty Year Sword’s five 
narrators, have a number of possible meanings that relate to the story.  
 In the author’s note, Danielewski states that instead of representing the narrators ‘with 
characterizing phrases’ or ‘temporal references’ he has decided instead to use coloured 
quotation marks (7). There is very little verbal description of the orphans. In the author’s 
note, Danielewski briefly mentions some of the relationships between them, and in the story 
their only identifying characteristics are their ages and genders. Their names are all equally 
strange: Tarff, Ezade, Iniedia, Sithiss and Micit. They are mainly described as a group: ‘They 
were too young’ (20) and ‘they flung themselves so / panting and rosy’ (ibid). As White 
(2011) observes, because each narrator only speaks a few words at a time, the voices all 
sound quite similar. There are no linguistic patterns that distinguish them from one another. 
The colours take on a greater sense of significance because the narrators have no other 
distinguishing features. Their voices are often spliced together mid-sentence and occasionally 
mid-word (12). 
 Danielewski explains that he chose the five colours because ‘they are the colors of 
autumn, and they also have a certain skin tone’ (quoted in Knecht 2005). Again Danielewski 
creates a dual meaning: the colours are at once autumnal, which reflects the time of year in 
which the story is set, and reminiscent of skin tones. The autumnal quality of these colours 
ties in with Kress and van Leeuwen’s (2001, 29) discussion of ‘seasonality’, whereby 
‘seasons have social and cultural meanings: they are discursively organised.’ Danielewski 
(quoted in Knecht 2005) states that he chose skin tones in order to critique the way in which 
narrators are traditionally constructed in fiction:  
 
We think we know people, because we make certain assumptions, probably racial, 
probably ethnic, a whole bunch of things ... But the reality is, we don’t ... We just 
project some idea of who they are. But really they’re nothing more than a colored 
quotation mark. And they’re quoting something. And we look at them as an authority 
because they’re breathing. Because they’re flesh and blood ... Often we hear stories 
that may be told by one person, but they’re the product of five quotation marks, if you 
will. They’ve just been fused and given a sense of authority which really doesn’t quite 
exist. 
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 The darker marks in particular resemble drops of blood. These appear before any 
mention of blood is made in the written text, and also before blood appears in the illustrations 
(96-97), and could therefore be read as a subtle foreshadowing of the story’s violent ending. 
The fifth narrator’s shade of purple is also very similar to the colour of used hyperlinks, and 
could therefore be a reference to House of Leaves, which imitates hyperlinks by printing the 
word ‘house’ in blue.  
 As Robin Williams (1998, 158) observes, warm colours like the narrators’ ‘come 
forward and attract the reader’s attention,’ so the quotation marks stand out from the rest of 
the text. However, the different shades of colour are quite similar and are sometimes hard to 
tell apart, which gives the impression the narrators are speaking over each other, their voices 
blending together.  
 These colours are echoed in the images, five of which include light oranges or reds. In 
the second illustration, orange is actually used to suggest the colour of the trees in autumn. 
The blue colour of the circles is reminiscent of the colour of writing ink, and the circles are 
reminiscent of tiny letters or punctuation marks, particularly since in some of the illustrations 
they are arranged in horizontal rows like lines of text.  
 The way in which the illustrations have been produced also echoes the way the story 
is told: with a plethora of punctuation marks rather than a single, steady line. The illustrations 
also share the emphasis on white space. All of the circles, except the smallest ones, are 
hollow, containing a small amount of white within them. Because there are no lines, objects 
are also distinguished from one another with white space, which takes up a significant portion 
of most of the illustrations. Like the story itself, the creation of meaning in the illustrations 
depends as much upon empty space as it does on printed marks. Similarly, the blanket in the 
first and last images has thick blue and white stripes, which again plays on the idea of 
presence and absence, printed marks and empty space: the long, alternating columns mirror 
the book’s alternation between text and blank pages. These visual similarities create a strong 
sense of connection between the text and the illustrations, suggesting parallels between the 
creation of the images and the writing of the narrative.   
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Fig. 22: Author’s note from Mark Z. Danielewski’s The Fifty Year Sword (2005, 6) 
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 From the first page of The Fifty Year Sword it becomes clear that the linguistic mode 
is extremely stylised: the sentences are fragmented and many of the words are foregrounded 
through the use of altered spellings, combining two or more words to produce double 
meanings. For example, ‘predespotician’ (84) is a combination of despot and predisposition, 
and ‘miricallously’ (83) is a combination of ‘callous’ and ‘miraculous.’ Some of these 
unconventional spellings could perhaps represent stutters of mispronunciations on the part of 
the narrators. Many of these Joycean wordplays incorporate the word ‘stitch,’ such as 
‘crimstitched’ (46) and ‘stitchimicated’ (12), which suggests these words have been ‘cut up,’ 
in the William S. Burroughs sense of the word, and sewn together in new combinations. This 
is one example of how Danielewski associates language with cutting and sewing, a metaphor 
that is echoed throughout the book’s typographic layers. Alasdair Gray’s Poor Things (61) 
contains a similar (mis-)spelling: 
‘wordswordswordswordswordswordswordswordswordswords.’ Lynne Diamond-Nigh (1995, 
181) observes how this line, in ‘suggesting the potency of words as swords, also 
metamorphoses into the linear image of a sword.’ The fusion of the repeated words into a 
single line iconically suggests a blade.  
 Danielewski also employs many sword-related images to describe the characters’ 
emotions, such as ‘the lacerations of grief’ (22), ‘cut up inside’ (32) and ‘a tear sliced down 
her cheek’ (93-94). Chintana’s name is a reference to ‘katana,’ a traditional Japanese sword. 
In particular, these ‘cutting’ metaphors are often related to spoken or written words, as in: 
‘the sharpest tongue in East Texas’ (14), ‘severed mutters’ (24) and ‘he cut himself short’ 
(76). The first line of the story is: ‘No matter how you cut it’ (8). This again draws parallels 
between spoken and written language and swords, as well as the wounds they create. 
 In accordance with this, Danielewski (quoted in Knecht 2005) explains in a radio 
interview that he introduced a butterfly motif into the story because 
 
The word “butterfly,” aside from being an insect with twin wings, is also a verb: you 
can “butterfly” steak, you can cut open the steak ... But you can also “butterfly” a 
wound, close it, with a special kind of bandage. So “butterfly” means both to cut apart 
and to bind together, which is the central tension. So it was bringing that concept, 
which was already in the story – you’ve got Chintana, a seamstress, who’s sewing 
things together, versus a sword which is cutting them apart – bringing those things to 
the surface. 
  
Butterflies (the insect kind) are described a number of times: ‘a single / Harvester / with dark 
/ orange / wings / struck / through / with light and / dapples / of bruised / dark’ (74). They 
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also appear in two of the images, reinforcing the play of meaning associated with this word. 
 Similarly, Danielewski (quoted in Cloostermans 2005) chose Belinda Kite’s name 
because of its double meaning: ‘kite’ can refer to either the man-made apparatus or a bird of 
prey—one is able to fly freely while the other is tethered to the earth. In keeping with this 
theme, Chintana has a twin who lives in a different city (Austin); they are at once bound 
together by their familial ties, and separated by distance (12). 
 These parallels between swords (or wounds) and words prepare us for the storyteller’s 
description, towards the end of the book, of swords that affect abstract concepts instead of 
physical objects: one of them ‘kills the color green’ (68) and another ‘will even kill an idea’ 
(72). Similarly, Danielewski (quoted in Knecht 2005) states that the idea for The Fifty Year 
Sword was inspired by verbal, as opposed to physical wounds, which occur when ‘a comment 
is made that you laugh about, maybe, and don’t think much of, and then a few hours later you 
realize: that was a really cutting remark ... At that moment we’ve sort of felt the effects of a 
fifteen-minute sword.’ This concept has clear political overtones, as Danielewski (quoted in 
Knecht 2005) describes: 
... we may cut funding for an educational program now, but we’re not going to feel 
anything tomorrow, or the next day. But forty years hence, there may be big problems 
stirring in society. The same thing with the Middle East. We invade the Middle East, 
CO2 emissions, or drilling in the Arctic Reserve ... [These things] happen, they appear 
in the newspaper momentarily, and that’s it. 
 
The title could therefore be a reference to the Cold War, which is described in books such as 
Norman Friedman’s The Fifty-Year War (1999) and Derek Leebaert’s The Fifty-Year Wound 
(2002). Danielewski disrupts the traditionally ‘invisible’ typography associated with literary 
fiction to open up the narrative to interpretation, challenging the reader to question narrative, 
and, in particular, to critique grand narratives such as those associated with the Cold War.  
 These symbols and motifs are not only conveyed through language, but are 
simultaneously represented through the visual devices. For example, in addition to the 
quotation marks, em-dashes are very common in The Fifty Year Sword. Danielewski does not 
include any colons or semicolons except on the copyright page and in the author’s note. He 
may have chosen this style of punctuation because, like the long, thin columns of text on each 
page, the dashes slightly resemble the blades of swords. On the other hand, they are also 
suggestive of stitches. The significance of this symbolism is revealed when one considers the 
two main functions of the dashes: to link ideas and to indicate pauses. The dashes’ dual 
purpose parallels their dual meaning—they act both as stitches that connect words and ideas 
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together, and as swords that separate words with silences. Like Danielewski’s use of the 
words ‘butterfly’ and ‘kite,’ the dashes highlight the theme of cutting apart and binding 
together, and emphasise Danielewski’s call to deconstruct traditional narratives.  
 The parallels between swords and words are further mirrored in the layout. Each page 
contains one column of left-aligned text with a very short line length—on average about three 
or four words. These columns resemble, in their basic shape, the blade of a sword. The 
author’s note is slightly different: the text is centred and the line lengths are longer and more 
varied, giving it the shape of an upside-down hilt. The hilt is particularly unsettling because it 
is upside-down, which implies the invisible blade is pointing at the reader. This could be read 
as a sort of call to action, urging the reader not to be complacent, and to actively participate in 
the production of meaning in the narrative. As Danielewski (quoted in Knecht 2005) states, 
‘my books are not CD-players, they’re instruments. A reader has to be willing to play them.’ 
 Another kind of framing that occurs in The Fifty Year Sword is ‘integration’ (van 
Leeuwen 2004, 13), which happens when words appear within images. Words are presented 
in four of the illustrations: on Chintana’s shirt on pages 10-11, on sewing equipment on pages 
75, on wristwatches on page 91, and on Chintana’s shirt again on pages 96-97. Close 
inspection of these words reveals further parallels between the illustrations and the written 
text. The image of the sewing kit includes a number of bobbins with words printed on them. 
The number five appears in some of these, such as ‘150 YDS’ and ‘225 YDS,’ which refer to 
the length of the string. Earlier, the written text mentions that the storyteller’s case bears a 
very similar inscription: ‘T50YS,’ which stands for the The Fifty Year Sword. Some of the 
bobbins also bear the word ‘invisible,’ which is again reminiscent of the blade of the sword. 
Similarly, one of the watches on page 91 has the number 50 written in a small box on its face, 
a clear reference to the fifty years that pass before the sword’s wounds are felt. This is an 
interesting example of words and visual images working together in the same space to 
highlight the story’s central metaphors. 
 The themes of cutting and sewing, and presence and absence, are also reflected in 
what Kress and van Leeuwen (1996, 179) call ‘information value.’ This refers to the 
hierarchies or relationships that are established between elements because of their spatial 
arrangement. Kress and van Leeuwen (ibid) demonstrate how different areas of the page are 
commonly associated with different ‘information values.’ For example, visual arrangements 
can be read in much the same way as sentences in that elements on the left side of the 
composition are often presented as ‘given’—something that the reader is already familiar 
with. Elements on the right side of the composition are ‘new’—something which is not yet 
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known and which the reader must pay special attention to (Kress and van Leeuwen 1996, 
181).  
 The Fifty Year Sword’s layout reflects this idea. There are exactly fifty pages of 
written text, and the other fifty pages are either blank or contain illustrations. Danielewski 
(quoted in Knecht 2005) explains that there are so many blank right-hand pages in the book 
‘so it can breathe, it’s open ... the understanding is that the eye is moving from left to right. I 
wanted to try and thematically represent what is and what’s not. What’s here, what’s apart.’ 
This clearly corresponds to Kress and van Leeuwen’s description of given and new 
information: the text on the left-hand page describes characters and events from the narrative, 
and the blank pages on the right leave space for the reader to contemplate new associations. 
This introduces an element of ‘playfulness’ that allows the reader to reflect on ‘the blankness, 
the invisibleness, like the invisibility of the blade of the sword ... it’s a place for the reader to 
participate, to co-author this book’ (Danielewski quoted in Knecht 2005). On the other hand, 
if the text were printed on the right side, ‘it would’ve been much more closed off. And your 
eye would’ve just ignored the blank page and gone on to the next chunk of text’ (ibid).  
 The combination of blank pages, illustrations, narrow columns, wide margins and 
large type size spread the story over a much larger area and slow the reader’s pace. 
Danielewski (ibid) acknowledges that this technique is dependent on socially-constructed 
reading practices: ‘So it’s a cinematic understanding of how the eye works, the direction the 
eye is going. If we were reading in Hebrew, we’d want it the opposite way.’ As White (2011, 
113) observes, ‘the reader is challenged to react to and reflect on the presentation of a 
narrative accompanied by so much blank space.’ Like the hilt at the beginning of the story, 
this encourages the reader to engage with the text and explore new themes and ideas, in the 
linguistic narrative as well as the typography. Danielewski’s decision to leave every right-
hand page blank is also mirrored in the use of punctuation: the quotation marks are only 
printed on the left side of each line, and the page numbers are printed with a square bracket 
on the left side, but not on the right 
 Finally, the textual metafunction is revealed in Danielewski’s use of verbal-visual 
links. Van Leeuwen (2004, 219) uses the term ‘linking’ to describe how pieces of 
information, whether verbal or visual, are ‘meaningfully linked’ to other pieces of 
information. Almost all of the links between words images in The Fifty Year Sword are 
specifications—the images repeat information from the written text by providing more 
specific versions of the linguistic descriptions. This is done for the sake of clarifying some of 
the concepts and symbols described in the story.  
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 For example, most of the information about the characters is first revealed in the 
written text, not the illustrations. The first image on pages 10-11 presents Chintana only after 
she has been introduced by the written text on page 8. However, the written text does not 
provide a detailed description of Chintana; the reader only knows she is recently divorced. 
The first illustration therefore adds new information about her physical appearance, including 
her race, clothing, age and build. Also, the writing only includes a few details about the 
setting—Chintana’s home—and the illustration adds to this the images of her bed and potted 
ferns. The second illustration also represents a character (Belinda) and setting (the house 
where the party takes place) that have already been described in the verbal mode. The trees in 
the background, for instance, have already been identified in the text as ‘hickory and Mexican 
wild plumb’ (12). The illustration does reveal, however, that Belinda is wearing a wedding 
ring, even though her marital status has not yet been specified.  
 Two of the images have a ‘contrast’ link with the written text—their content provides 
a counterpoint to that of the text. The sewing kit on page 75 and the wristwatches on page 91 
are not described in the written text, and the reader is therefore encouraged to consider their 
significance for themselves. It then becomes clear that these images play a thematic function: 
the watches in particular emphasise the idea of delayed wounds.  
 Overall, the analysis of the textual metafunction reveals that the written text is 
connected to the images through the repetition of certain colours and shapes, giving the story 
‘a strong sense of unity and cohesion’ across modes (Kress and van Leeuwen 1996, 204). The 
image of the sword can be seen to haunt the narrative through constant verbal and visual 
repetition. The typography is also designed to increase meaning without sacrificing 
readability. The text is left-aligned, which is the most readable arrangement because it 
follows the natural flow of language and has consistent word spacing (Williams 1998, 116). 
New lines are indented as well as signposted by quotation marks, so the reader’s eye is 
guided to the beginning of each new line. 
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Fig. 23: First illustration in Mark Z. Danielewski’s The Fifty Year Sword (2005, 10-11) 
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Experiential 
The experiential metafunction is revealed by the represented participants—‘the people, 
objects and landscape depicted’ (Guijaaryo and Sanz 2008, 1613). The Fifty Year Sword 
contains more images than Danielewski’s other novels; however, only five of the twelve 
images represent characters from the story. Nine characters are represented in the 
illustrations: Chintana, Belinda, the five orphans, and two shadowy figures from the 
storyteller’s tale. The storyteller himself does not appear. It may seem strange that the 
orphans are shown in the illustrations when the story is ostensibly narrated from their point of 
view. However, this is consistent with the linguistic mode, where they are described in third 
person: ‘And then along came the little ones’ (18).  
 The processes enacted by the characters in these images can be described using Kress 
and van Leeuwen’s (1996, 79) grammar as ‘narrative representations,’ since they represent 
unfolding actions and processes of change. The image of the five orphans on page 30, for 
example, consists of a ‘unidirectional transactional action,’ because it shows an actor (the 
orphans) performing an action (chasing) upon a goal (a butterfly). Interestingly, the orphans 
are all placed at equal distance from each other and are the same size. They are distributed 
quite symmetrically across the image. They are also represented in a more abstract way than 
the other characters—they are running and their shapes are hazy and their features are 
indistinct, emphasising the impression of energy and movement. According to Kress and van 
Leeuwen (1996, 79), the orphans could therefore be described as a ‘set’—they are read as 
members of the same class (small children). Like the verbal text, the illustration fails to give 
them any distinguishing features. 
 The other images represent objects or settings from the narrative and could hence be 
described as ‘conceptual representations.’ For example, the images of a sewing kit on page 75 
and a box of wristwatches on page 91 could be described as ‘exhaustive analytical processes’ 
because they consist of a carrier (such as the sewing kit) which is made up of a number of 
parts or ‘possessive attributes’ (such as the bobbins and thread). The images of settings, such 
as the mountain on page 61 and the swamp on page 65, could be classed as ‘symbolic 
suggestive’ because they only contain one participant—the setting itself. The level of detail in 
these images is relatively low because they are more concerned with colour, evoking a strong 
atmosphere (Kress and van Leeuwen 1996, 106). 
 Overall, The Fifty Year Sword contains three main types of images: narrative, 
conceptual and symbolic. Again, this demonstrates a wide variety of visual elements at play 
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within the narrative. The large amount of conceptual and symbolic images is perhaps 
surprising in a narrative form like the short story. For example, Guijarro and Sanz (2008, 
1613) observe a preponderance of narrative representations in children’s picture books. 
However, these images without active participants are part of the text’s preoccupation with 
the theme of presence and absence. In the next chapter (p.125), I will discuss some of the 
reasons why many other hybrid texts also feature abstract, conceptual images.  
 
Interpersonal 
The interpersonal metafunction is ‘reflected in the way images attract the viewers’ interest in 
the depicted participants’ (Guijarro and Sanz 2008, 1614). In terms of ‘gaze,’ the images are 
all ‘offers’—the participants either look at each other or at an object within the image, so no 
eye contact with the viewer is established (Kress and van Leeuwen 1996, 116). These images 
do not use gaze to encourage empathy with the characters, offering them to the reader/viewer 
as ‘objects of contemplation, impersonally, as though they were specimens in a display cage’ 
(ibid). The relatively passive nature of these images ties in with the large amount of 
conceptual and symbolic images by giving the reader space for contemplation. 
 Similarly, in terms of social distance, the participants in the images are almost all 
presented in long shot, which, as Kress and van Leeuwen (1996, 126) observe, is potentially 
‘objectifying and impersonal.’ The images that depict settings, on the other hand, show them 
from a middle distance, as if the reader were located within them. Even though the 
illustrations do not use social distance to encourage empathy with the characters, they do 
seem to locate the reader within these settings. This may be because the reader is meant to be 
absorbed, like Chintana, in the storyteller’s tale, where these settings originate. The written 
text describes Chintana’s fixation with the story; she is ‘on the edge / of her seat’ (70) and 
unable to ‘wrench / herself / free’ (ibid). The close-ups of the settings from this story may 
encourage the reader to enter a similar state. 
 The only character presented close-up is Belinda, when she first appears visually on 
page 17. Only her arm is shown in the image, and, in the words of Kress and van Leeuwen 
(1996, 126), ‘if this was all we could see of her in reality, we would be close enough to touch 
her.’ This could perhaps be interpreted as a more personal portrayal of Belinda, but because 
only her arm, as opposed to her face, appears, the result is a very abstract depiction—the 
reader only recognises her because her bracelets were previously described in the linguistic 
mode. In fact, this piecemeal visual representation of Belinda mirrors the verbal description 
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of her, which focuses in tightly on certain features (‘banglerattle arm twisting rattler mean 
into her side’, ‘gums receding around the dead shine of her teeth’ and ‘those pocketed eyes’) 
when Chintana suddenly bumps into her at the party (14-17). 
 On the other hand, the perspective used in most of the images helps make the reader 
feel more like they are involved in the characters’ world. Most of the images use a frontal 
point of view: the reader is positioned in front of the participants, facing them, and hence the 
reader is ‘involved’ with them (Kress and van Leeuwen 1996, 136). The only exception is the 
first image, which uses a more oblique point of view because Chintana’s body is aimed away 
from the camera, which suggests detachment from the reader. She seems at once vulnerable 
and aggressive: she is sitting down, but she is straight-backed, and she is turning around to 
look at something outside the image. Her expression is bleak. This is in accordance with the 
description of her emotions in the written narrative, which describes her exhaustion and 
loneliness after her divorce: ‘Fact is, what Chintana had / discovered since the divorce was 
that / most everything required / Force!’ (8). Chintana is also plagued by thoughts of revenge: 
‘the terrible agony she / wished day out and night in to lash / across the throat of anyone who 
forced / from her all such incessant acts of / acknowledging / in the first place’ (ibid). 
 In terms of vertical angle, used to encode power, all of the participants are presented 
at eye-level, suggesting equality (Kress and van Leeuwen (1996, 148). There is no power 
difference between the reader and the characters, encouraging the reader to identify with 
them.   
 Finally, the images all have relatively low modality, a term from linguistics that Kress 
and van Leeuwen define as ‘the truth value or credibility of ... statements about the world’ 
(1996, 155). Nørgaard (2009b, 159) describes high modality as the impression that ‘what we 
see is what we would have seen if we had been there.’ Low modality leans more towards 
‘imaginings, fantasies, caricatures’ (Kress and van Leeuwen 1996, 156). The Fifty Year 
Sword’s images have relatively low modality because their drawing style is quite 
unconventional. The illustrations are made up of small blue circles instead of lines or blocks 
of colour, and therefore abstracted from naturalistic representation. Even though the drawing 
style is very detailed, the colour differentiation and modulation are low, and the texture is 
stylised. Illumination is also represented in an abstract fashion, through varying amounts of 
white space between the circles. The contrast between darker and lighter areas is minimal, 
creating a ‘misty, hazy effect’ (Kress and van Leeuwen 1996, 162). Overall, the images are 
more concerned with ‘abstract realism’ than ‘photographic naturalism’—they are more 
focused on searching for a ‘deeper truth behind appearances’ than with ‘realistic’ 
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representations of colour and detail (Kress and van Leeuwen 1996, 165). 
  
5.7.4 Sequence 
When the images from The Fifty Year Sword are considered in sequence, many recurring 
symbols and motifs—watches, sewing equipment, cloth, trees, butterflies—become apparent. 
Most objects appear in more than one illustration: watches, blankets and butterflies appear in 
two images, and trees in six. Chintana and Belinda both appear in two images. The frequency 
of these symbols mirrors the density of motifs in the written text. 
 In particular, there are many parallels between the first and last images in the book, 
which can be seen as bookends to the narrative, neatly echoing Chintana’s character arc. 
They both feature the same blanket in the foreground and trees in the background. Chintana 
also appears in both images, although the differences in her posture reflect the character arc 
she has experienced within the written narrative. In the final image, her position is the 
complete opposite of that described above—she is kneeling behind and above Belinda. In 
Kress and van Leeuwen’s (1996, 59) grammar, this suggests that Chintana has more power 
because she is the actor, performing the action of comforting Belinda, who is the goal. 
Chintana’s arms, which form strong diagonal lines, act as a vector—a line or arrow that 
signifies ‘activity, action, movement, direction and dynamism in time’ (Bauldry and Thibault 
2006, 35)—that represents this action. On the other hand, Belinda is represented as powerful 
when she first appears—her arm grips the column on the balcony in an aggressive and almost 
possessive way—but is powerless in the final image, in which she is on her knees, bending 
over as she holds her hand, which is now bleeding. 
 Studying these two images in sequence also reveals that Chintana is wearing the same 
shirt in both. In the first image the caption on her shirt is unreadable, except for the first 
letter, ‘B.’ In the final image, another part of the caption is revealed: ‘REFOOT.’ The reader 
therefore needs to study both images in order to understand the caption. Putting these two 
pieces of the caption together, it seems to say ‘BAREFOOT.’ This combination of letters to 
create a single word is reminiscent of Danielewski’s discussion of ‘presence and absence’ in 
the text. The fragmentation of the word also reflects the way the five voices interrupt each 
other. ‘Barefoot’ is the name of a small company that produces hand-woven cloth in Sri 
Lanka. Chintana’s clothing could therefore suggest something about her backstory—perhaps 
she used to work for this company.  
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Fig. 24: Final illustration in Mark Z. Danielewski’s The Fifty Year Sword (2005, 96-97) 
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 Considering the images in sequence also reveals that the cluster of six images in the 
middle of the text occurs within the storyteller’s narrative. All of the images from the 
storyteller’s tale only have two colours—blue and white—while the rest of the images, except 
the watches on page 91, use other colours, such as red or orange. The use of two colours for 
this story-within-a-story is reminiscent of a movie flashback, which are often shot in black 
and white. Also, the autumnal colours are related to the five narrators; these colours may be 
absent from the story-within-a-story because it is not presented from these narrators’ points 
of view. 
 The most common form of transition between images in The Fifty Year Sword is from 
one scene to another. For example, the first and second illustrations move from Chintana’s 
home to the house where the party takes place, the third and fourth illustrations move from 
the party house to a shadowy scene from the storyteller’s tale, the next four illustrations 
present four different scenes from this tale, and the final illustration returns once more to the 
party house. Within the storyteller’s tale in particular, these scene-to-scene transitions 
emphasise the quest narrative and its sense of momentum, displaying rapidly-changing 
scenery—a salt lake, a forest, a mountain and a pond. Hardly any figures appear within these 
scenes, placing the emphasis heavily on setting. Interestingly, the verbal text contains only a 
few short descriptions of these settings, such as: ‘the / gutters of cities, / curious derelictions / 
half-buried in abandoned farmlands, / poisonous pools lingering in ancient / quarries’ (44), 
and ‘at the base / of a precarious path rising up / through twisting leaps of snow / and 
looming / boulders wrapped / in pale wisps of / always moving / cloud’ (58). Instead, the 
Storyteller focuses on his thoughts and actions, such as: ‘I slept for three days and three / 
nights’ (64) and ‘I even felt happy / enough to sing a few / notes’ (52). This use of images to 
represent concrete, spatial arrangements and words to primarily represent temporal action ties 
in with my discussion above about the use of images to represent changes in scene. 
 On the other hand, the next three illustrations focus on objects. They show a 
collection of swords, a sewing kit, and a box of wristwatches. These images are the opposite 
of those mentioned above because there is no setting—the objects are represented on a blank 
white background. This is a strong contrast, and it pulls the focus in from sweeping 
landscapes to small objects. The story’s central motifs come together very strongly in these 
three images. The swords, sewing equipment and watches, as well as the butterfly that 
appears with the sewing kit, are the most prominent symbols in the story. Their arrangement 
one after another reveals many visual parallels between them. In particular, the box of sewing 
equipment and the box of wristwatches are a very similar size and shape, and the circular 
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bobbins mirror the shape of the watches. The appearance of these symbols at this point in the 
story therefore reinforces their significance.  
 
5.7.5 Voice and Point of View 
There are no textual markers within the narrative of The Fifty Year Sword itself that attribute 
the typographic devices to a particular voice; only the author’s note describes the quotation 
marks’ relationship to the five narrators. As for the illustrations, only the title page describes 
their provenance: ‘With drawings by Peter van Sambeek.’ Within the narrative, the 
relationship between the written text and the illustrations is suggested purely through their 
arrangement and shared motifs. Most of the illustrations appear opposite the page of text 
where the setting, character or object they represent is referred to. There are also several 
blank pages before the first illustration appears. Perhaps these blank pages allow the reader to 
grow accustomed to taking in both sides of the double-page spread together, or lead the 
reader to expect something else to appear within the empty space. This supports 
Sadokierski’s assertion, discussed in the previous chapter, that hybrid texts often introduce 
graphic devices gradually. 
 The typography in The Fifty Year Sword is extra-diegetic: it alters and emphasises 
parts of the five narrators’ voices. The characters in the story are unaware of its presence and 
there are no references to it in the text. The illustrations are also extra-diegetic; their function 
within the narrative is quite traditional. The Fifty Year Sword is almost unique in that a new 
edition was recently released in October 2012 with the same written text but new 
illustrations. The Literature Review describes how one of the main differences between 
hybrid texts and illustrated fiction is that illustrated fiction often changes over multiple 
editions, while hybrid texts remain faithful to the original edition because the graphic devices 
are integral. The Fifty Year Sword is one of the only hybrid texts I have found that is an 
exception to this rule. 
 For example, Figure 25 compares illustrations of the same butterfly from the first and 
second edition. The style of the illustrations has changed dramatically; in the second edition 
the butterfly has been stitched into a sheet of white paper rather than painted or drawn. This 
style clearly echoes, once again, the motif of cutting and sewing (some of the later 
illustrations also show rips and tears in the paper), as well as emphasising the materiality of 
the book itself. The orphans, along with the other characters, are absent in the second 
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edition’s illustrations, perhaps in order to place even more emphasis on the narrative’s 
symbols. 
 
 
Fig. 25: Illustrations in the first and second editions of Mark Z. Danielewski’s The Fifty Year Sword (2005, 30 
and 2012, 61) 
 The relationships between the multiple voices in this story are quite complex. Each 
voice speaks, on average, four or five words before another voice cuts in, usually to add 
additional details or description, or to clarify a point. For example, on page 8, one voice says 
‘Only at the last moment, for reasons vague,’ which the next voice qualifies by adding, ‘if 
vaguely professional.’ Only occasionally will a voice continue for two or more lines, such as 
on page 72, when one of the voices says, ‘Beyond him then I / caught sight of still more / 
swords.’ The transition between voices is signalled by the quotation marks at the start of the 
new line, but often there is no punctuation at the end of each line. Sometimes when a voice is 
interrupted a punctuation mark such as a comma, dash or full stop appears at the end of the 
line. The Fifty Year Sword is therefore an extreme example of multiple voices represented on 
the same page, interrupting and overlapping each other. None of the voices talk to each 
other—the impression is they have been spliced together after the fact, and are therefore all 
simply making statements. If the quotation marks were removed the reader might think the 
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story was recounted by a single voice. Considering how the text would function without the 
typographic devices in this way reveals how integral they are to our understanding and 
appreciation of the story.  
 The typographic devices intensify when the storyteller begins his narrative: his 
quotation marks are nested inside the others, and when characters speak inside his story, their 
quotation marks are nested inside his (40). These nested quotation marks are often different 
colours, which suggests that either two people are talking at once, or that one narrator is 
paraphrasing or summarising the words of another. Danielewski’s use of embedded quotation 
marks is reminiscent of two other short stories. John Barth’s short story ‘Menelaiad,’ from 
the collection Lost in the Funhouse (1968), includes a number of speakers telling stories 
within stories, until at one point there are seven quotation marks around the text. The story 
‘Human Greatness’ from Italian author Dino Buzatti’s collection Restless Nights (1987) also 
experiments with nested dialogue, with up to five quotation marks at the mid-point of the 
story. However, unlike The Fifty Year Sword, these stories rely solely on exaggeration; they 
exaggerate the number of quotation marks, but do not combine this with other typographical 
elements such as colour or type size. The gradual proliferation of quotation marks in The 
Fifty Year Sword mirrors the rising tension of the narrative. White (2011, 109) notes that ‘the 
difficulty of arriving at any kind of satisfying identification of the five narrators ultimately 
throws us back on an awareness of the technical functions of narration.’ Danielewski’s use of 
quotation marks questions the idea of a cohesive and reliable narrator by presenting multiple 
anonymous narrators whose relationship with the events of the story is uncertain, and whose 
story sounds more like a discussion or a conversation than a linear narrative. 
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Fig. 26: Nested quotation marks in Mark Z. Danielewski’s The Fifty Year Sword (2005, 72) 
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5.7.6 Synthesis 
Overall, the graphic devices in The Fifty Year Sword mirror its unexpected combination of 
genres. The presence of illustrations, large type size and use of colour are reminiscent of a 
children’s book, but upon closer inspection one realises the illustrations’ subject matter is 
darker and the typography is more complex than what would traditionally be expected in this 
form. As Paul C. Gutjahr and Megan L. Benton (2001, 6) observe, typography subtly, or even 
unconsciously, influences the reader’s expectations of a text’s value, purpose and genre. In 
this case the visuals suggest an unsettling combination of an adult horror story and an 
inventive children’s tale. 
 A combination of playfulness and menace permeates the book, as Danielewski 
introduces the motif of a sword and echoes it across different modes, reinterpreting its basic 
shape in many different forms, from textual symbolism to typography. This imbues the book 
with a sense of openness that encourages the reader to seek out new associations. But by 
associating language and the book itself with the image of a sword the author also produces a 
sense of malice. By drawing parallels between the sword and the story that shares its name, 
Danielewski brings the reader’s attention to the dual nature of all narratives: they consist of 
inseparable linguistic and visual components that work in unison to produce an emotional 
effect on the reader. As the storyteller states: ‘What I have to tell you ... I must show you. But 
what I show you I must also tell you ... And it will frighten you’ (40). 
 White (2011, 118) states that the typographic devices in The Fifty Year Sword are not 
meant to aid the reader’s absorption in the narrative, but are instead ‘focused on engaging the 
reader with the content at a thematic level.’ The above analysis suggests this is partially true. 
While some experiential and interpersonal aspects of the visual devices, such as gaze and 
distance, do not seem to encourage the reader’s empathy with the characters, others do, such 
as perspective. The analysis of linking techniques also revealed that many of the images 
clarify linguistic information and extend the verbal descriptions by providing more specific 
information. This is a relatively traditional function of illustrations, which explains why, in 
the new edition of the book, the illustrations have been altered but the words remained 
unchanged. However, the analysis certainly revealed many connections between the 
symbolism in the written text and the visual elements.  
 By experimenting with the typographic design of The Fifty Year Sword, Danielewski 
critiques the role of the reliable narrator and their relationship with the story, and promotes 
reader interaction and co-authorship. The story therefore acts as a simultaneously playful and 
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unsettling challenge to question traditional ideas about narrative, particularly grand narratives 
such as those associated with the Cold War. 
 The design also lends the story a certain gravity and physical presence generally 
associated with novels, since short stories are rarely printed individually. The number of 
pages in The Fifty Year Sword suggests that it is a novella or short novel, but it is shorter than 
10,000 words, and could therefore be considered a short story. This kind of stand-alone short 
story may not suffer from some of the setbacks of stories published alongside other material 
in journals or magazines; as Frank Moorhouse (2005) points out, a story with a unique visual 
presentation can easily put off tired or unadventurous readers who are scanning the 
publication for information, particularly if it also includes nonfiction articles or journalism. 
Similar examples of hybrid, stand-alone short stories or novellas that have already been 
published include Rick Moody and David Ford’s Surplus Value Books: Catalog Number 13 
(1999), Jonathan Safran Foer’s Tree of Codes (2010) and Shane Jones’s Light Boxes (2010). 
Many critics have commented on the decreasing popularity of the novel in today’s low 
attention-span society; we may therefore see more examples of this kind of stand-alone, 
typographically-extended short story or novella in coming years, not only because it is multi-
modal and encourages interaction, but because it combines the gravity and physical presence 
of the novel with the compact narrative of the short story.  
 
5.8 CONCLUSION 
In this section I have proposed a tentative model for the analysis of hybrid texts and 
demonstrated how it can be applied in order to gain a more complex understanding of how 
intersemiotic relations make meaning in literature. I hope this method is also useful for 
creative writers by revealing more of the nuances and shades of meaning in hybrid texts, as 
well as the potential for experimentation with new kinds of graphic devices. In the words of 
Jay Lemke (2006, i), multimodal analysis is ‘the best way to start understanding what media 
are already doing to you, and what you can do with them for your own purposes.’ My model 
is provisional and exploratory—there is still much work to be done in the analysis of hybrid 
texts. 
 Developing this analytical method has allowed me to analyse elements of the text that 
I had not previously considered; as O’Halloran (2004b, 127) observes, adopting a multimodal 
approach is beneficial because ‘the analyst becomes sensitized to meaning through choice in 
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visual semiosis.’ For example, I had overlooked the words contained within the images in 
The Fifty Year Sword and their possible links with the written narrative. I had also not 
considered the patterns between the illustrations themselves. Drawing on Kress and van 
Leeuwen’s grammars of visual design also made it clearer to me how the illustrations 
constructed meaning in the text. Performing a detailed, step-by-step analysis brings the 
story’s more subtle elements to the fore and allows one to consider them with the same 
amount of attention as the more immediately significant aspects. The different fields of study 
I discussed earlier, such as visual design and semiotics, provide unique insights into hybrid 
texts, and bringing them together in this analytical toolkit provides a clearer understanding of 
how the elements of hybrid texts work in combination. 
 Every hybrid text presents different challenges to the analyst. Longer texts in 
particular could present critics with more challenges when applying this model. The Fifty 
Year Sword has a very consistent aesthetic; other texts, such as Alasdair Gray’s Poor Things 
or Steve Tomasula and Stephen Farrell’s Vas: An Opera in Flatland (2002), use a wider 
variety of devices, and thus analysis might have to be broken down to focus on all of these. 
The illustrations within The Fifty Year Sword also have quite a traditional function in relation 
to voice and other narrative elements; in other texts these relationships are more complex. 
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Chapter 6: Self-Reflection  
In this chapter I will discuss how developing the analytical method described above has 
influenced my creative work and writing process. My aim is to provide a practitioner’s 
account of planning, writing and editing hybrid texts, and to describe how my analytical 
method has affected these. The method has been particularly useful in the editing stages of 
my creative practice. I wrote the first drafts of many of the stories before I developed the 
method, but I have since gone back and re-written most of them. This has allowed me to 
apply some of the concepts from the method to my own work in order to strengthen the 
connections between words and images. I will focus on five of my short stories in particular: 
‘Sleeping Patterns,’ ‘The Carillon,’ ‘Sim-Therapy,’ ‘Orbit’ and ‘Chaotic Neutral.’ I will 
discuss them in the order they were written to give a sense of how my ideas have developed. 
The last story in the collection, ‘Chaotic Neutral,’ is the only one that was written entirely 
after I had finished the exegesis. At the end of this chapter, I will therefore provide a more 
detailed analysis of this story, using the analytical method. I have not found any 
contemporary writers of hybrid texts who have produced in-depth critical works examining 
their own process. Graphic novelists such as Will Eisner (1985 and 1996) and Scott McCloud 
(2006) have written books about creating graphic novels, but there seems to be no equivalent 
for hybrid texts.  
 The authors of hybrid texts who have most influenced my own writing, in terms of 
both prose style and the kinds of graphic devices they use, are Kurt Vonnegut, Alasdair Gray, 
Douglas Coupland and Jennifer Egan. I admire these writers’ narrative voices, as well as the 
particular ways they use typography and visual images. Broadly speaking, my writing is 
influenced more by contemporary hybrid texts than by early postmodern or avant-garde 
works, such as Ronald Sukenick’s The Death of the Novel and Other Stories (1969) or Kathy 
Acker’s Blood and Guts in High School (1978). 
 Dunata Fjellestad (2010, 18) points out that, although contemporary hybrid texts use 
similar strategies to these earlier works, they are ‘published under different cultural, 
technological, and socio-economic conditions than those that organized life in early 
postmodernism.’ For example, digital production methods make it far cheaper and easier to 
include visual elements in prose, allowing them to be incorporated into ‘mass publications, 
not only into exclusive and avant-garde ones’ (ibid). Similarly, Maziarcyzk (2011, 184) states 
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that the increased popularity of contemporary hybrid texts could be related to shifts in 
readers’ expectations: ‘while the typographic experiments of Federman and Johnson were 
rejected by the general reading public in the 1960s and 1970s, their counterparts from the 
2000s have met with a much more favourable response, resulting from the fact that most 
contemporary readers are accustomed to the multimedia environment of print, film, computer 
etc.’  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 27: Graphic device in Kathy Acker’s Blood and Guts in High School (1978, 146) 
 
 Fjellestad (2010, 19) also argues that graphic devices tend to have a different function 
and level of ‘intensity’ in contemporary texts: in earlier novels unconventional typography 
often created an aesthetic of ‘fragmentation and displacement,’ delaying or obstructing the 
reader’s understanding, but in recent literature the ‘narrative is hardly ever made illegible.’ 
For example, hybrid text author Raymond Federman suggested in 1975 that the linear reading 
of novels had become ‘boring and restrictive,’ the well-made plot had become ‘quite 
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inessential to fiction’ and characters would no longer be ‘well-made-characters who carry 
with them a fixed identity’ (1975, 10-13). Instead, Federman (1975, 9) argued that, through 
experimentation with graphic devices, ‘the whole traditional, conventional, fixed, and boring 
method of reading a book must be questioned, challenged, demolished.’ Acknowledging that 
this was only one possible path for the ‘new fiction,’ he (1975, 13) suggested that it would be 
‘seemingly devoid of any meaning, it will be deliberately illogical, irrational, unrealistic, non 
sequitur, and incoherent.’ 
 Contemporary hybrid texts, on the other hand, ‘mark a strong return to traditional, 
mimetic, modes of storytelling,’ and their images, rather than merely parodying conventional 
illustrations, ‘interact with the verbal narrative to co-create meaning through strategies of 
augmentation, supplementation, contradiction or disjunction’ (Fjellestad 2010, 19). In 
general, the authors listed above fall into this category because they tend to use visual devices 
in a relatively non-disruptive way. In their work these devices are often used sparingly and in 
a way that extends or elaborates the written text. Also, these authors often create a rather 
naïve effect. Their illustrations are produced quite simply: for example, Vonnegut uses line 
drawings and Egan uses stock digital images.  
 Like these authors, my aim is to combine the visual and verbal modes in a mutually 
supportive way. The hybrid texts I most admire develop a careful balance between 
experimentation and traditional storytelling: they are strong stories first and foremost, with 
carefully crafted narratives, voices and characters. Levenston’s (1992, 123) warning about the 
challenges of concrete poetry also applies to hybrid texts: ‘If the conceptual statement is no 
more than a cliché ... then concrete poetry becomes merely “an empty entertainment for the 
typographer.”’ I aim to create complex narrative and thematic connections between words 
and images, producing new associations for the reader to explore. I try not to disrupt the 
reading experience or disorient the reader by presenting them with jarring or obfuscating 
visuals. In doing so I hope to maintain a similar level of immersion that the reader would 
experience in a typographically standard narrative. This choice was influenced by the authors 
I enjoyed reading, as well as Schiff’s discussion of immersion in hybrid texts, as described in 
the Literature Review (p.27). 
 Before I discuss the individual stories, I will briefly describe how experimenting with 
graphic devices has influenced the way I write. I have recorded my thoughts about this 
throughout my PhD in a journal. I treat graphic devices like any other literary device: before I 
include them in a story I carefully consider their relationship with other elements such as 
pace, tone, theme and point of view, and try to develop a harmony between them.  
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 Some of my stories, particularly those with more complex layouts or images, started 
from an idea for a graphic device, rather than an idea for a plot or character. This was the 
case with ‘Sleeping Patterns,’ ‘The Witch of Oudewater’ and ‘The Carillon.’ Writing these 
stories became a process of ‘writing around’ the images—of experimenting with a number of 
different characters, situations and plot developments until I found a structure that fit the 
image. For example, I started writing ‘The Carillon’ around the image of a castle shaped like 
a music box, and I tried out many different ideas for the setting before I found one that could 
accommodate such a strange object (I originally planned to set the story in the Middle Ages, 
or in the ruins of an actual castle). Matching the story to the visual image was sometimes 
difficult, but as mentioned in the Introduction (p.1), symbolism has always been an important 
part of my work. Even before I began to write hybrid texts, I planned many of my stories 
around verbal images, and the process is quite similar.  
 On the other hand, I sometimes had separate ideas for a story and a graphic device, 
and then decided to combine the two. I wrote ‘Sim-Therapy’ and ‘Orbit’ in this way. This 
process is perhaps less organic because the visual and verbal modes are conceived of 
separately. It can be difficult to make the two ideas work together; the links between them 
can seem artificial. In the past I have attempted to synthesise two separate story ideas into a 
single story, with similar results. I have therefore discovered that I am more likely to create a 
genuine connection between prose and graphic devices if I develop or conceive of them in 
relation to one another.  
 Developing my analytical method has also revealed a number of patterns in my work 
that I was not previously aware of. Overall, my stories tend to use visual images and layout, 
rather than other typographical elements such as typeface, type size, colour or line direction. 
Most of my images are abstract drawings or symbols produced on a computer or taken from 
the public domain. Most of my graphic devices alter familiar conventions—such as the 
margins on the first page of ‘Sleeping Patterns’—or combine them, as in the images in ‘The 
Carillon’. I tend not to exaggerate, repeat or delete familiar conventions because I aim to 
maintain reader immersion—in particular I avoid visuals that are overly large or elaborate.  
 In relation to information linking, I realised that most of the graphic devices in my 
stories are linked to the written mode through explanation, similarity or complementarity. 
They rarely contrast with or contradict the information in the verbal narrative. With the 
exception of ‘Sleeping Patterns,’ the graphic devices always appear on the same page as the 
written text. The images in my stories are either introduced directly with a colon, as in ‘The 
Witch of Oudewater’ and ‘Sim-Therapy,’ or referred to and described in the story but not 
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explicitly introduced, as in ‘Sleeping Patterns,’ ‘The Carillon’ and ‘Orbit’. In terms of 
sequence, I often repeat images or present them as a series, and I sometimes leave the 
connections between them unclear at first in order to create questions and encourage the 
reader to find patterns. In this way, many of my stories include images that seem abstract or 
obscure at first, but are gradually explained as the story unfolds. As mentioned in the 
previous chapter (p.58), many authors tend to use a consistent visual style throughout a novel 
or short story collection, and I tried to achieve this in my own work. Overall, my analytical 
method has given me a deeper understanding of the possibilities of hybrid texts—I find the 
method valuable as a creative practitioner because it allows me to gauge more accurately the 
potentials as well as the limitations of my own work. 
 At some points during this project I found it difficult to continue using graphic 
devices in my writing. Halfway through my PhD I began to worry that I was relying too 
heavily on graphic devices and that they might distract me from developing my narrative 
voice. Short stories are often highly complex and poetic: theme, character, plot, setting and 
voice all need to work together to create a meaningful whole. Sometimes I felt that 
incorporating graphic devices simply added another element that I needed to juggle, and I 
wondered if they made it more difficult to concentrate on other aspects of the narrative. 
 Bull and Anstey (2010, 38) discuss how multimodal texts have reshaped the writing 
process of other forms such as websites, articles and children’s books:  
 
Just as the reader has more reading paths and decision making, so writers or producers 
of text have more writing paths and decision making to do when composing or 
producing a text to achieve the desired communicative purpose. Writers/producers need 
to consider many factors in order to ensure the text fulfils its ideational, relational and 
textual functions effectively ... the writer has more modes available and more semiotic 
systems from which to select and combine. While consideration of purpose, audience, 
context and available resources will still be critical, the questions the writer or producer 
might consider will be more complex. 
 
In other words, authors of hybrid texts must consider not just who their audience is and what 
they want to say, but which combination of modes is most suitable for their narrative. For 
example, I found that diagrams or figures were often useful for representing complex spatial 
ideas that would be difficult to describe solely in writing. The most complex ideas, such as 
the puzzle game in ‘Sim-Therapy,’ I explain using both images and written descriptions. 
Representing these ideas in two different modes allows the reader to process them more 
easily by giving the reader time to review the information and to read it in two different ways. 
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 I have observed that many hybrid texts include abstract graphic devices, such as 
diagrams, icons, symbols and shapes, as opposed to more concrete illustrations. This is 
somewhat counter-intuitive, because, as Kress and van Leeuwen (1996, 62) point out, 
diagrams are often found in non-narrative or scientific discourse, whereas ‘naturalistic 
images, with their human participants and their more concrete, specific processes, are more 
akin to story-writing.’ Hallet (2009) observes that photos, printed documents and public 
domain artworks are also very common in hybrid texts. Lefévre (2010, 47) states that in 
comparison with graphic novels and picture books, ‘the representation of the space [in hybrid 
texts] is far more fragmented; the mental construction by the reader of the characters and the 
space is consequently a lot more problematic.’ Generally speaking, the graphic devices in 
hybrid texts have a more indirect relationship to the events of the story than in other forms. 
For example, the illustrations in most picture books or graphic novels tend to feature settings, 
characters and objects from the narrative, whereas some or all of these are absent from the 
graphic devices in many hybrid texts. The photographs in W.G. Sebald’s novels, for example, 
are often abstract, blurry or unclear, creating a sense of ontological uncertainty that reflects 
the ambiguous representation of historical events in the written text.  
 Perhaps this is because hybrid texts do not yet have an established formula of word-
image relationships. In the Literature Review (p.12), I discussed the overlaps between visual 
images and typography. Many hybrid texts blur this boundary between text and image, as in 
Salvador Plascencia’s The People of Paper (2005), where words are blacked-out to create 
shapes. The preponderance, in hybrid texts, of icons and symbols that share some of the 
symbolic aspects of written language could therefore be part of this crossover between 
language and text. For example, Steve Tomasula (2003, 151) states that he included large 
amounts of symbols, such as dollar signs, in his novel IN & OZ because he wanted to ‘blur 
the line between words and the world outside the words. Words are abstractions, but they also 
have material form.’ 
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Fig. 28: Abstract shapes in Salvador Plascencia’s The People of Paper (2005, 164) 
 
 There may also be a more practical reason for this: many authors of hybrid texts, with 
a few exceptions such as Alasdair Gray and Steven Hall, are not trained in visual arts or 
graphic design. These authors may have recognised the difficulties of straying too far from 
graphic conventions. Kress and van Leeuwen (2001, 42-44) discuss how multimedia, as 
opposed to traditional hierarchies of practices such as the division between director, producer, 
screenwriter and so on in Hollywood, ‘favours multi-skilling, complex practice, which is now 
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not seen as an “aggregation” but as one integrated practice.’ They (2001, 47) state that, with 
the increase of multimodal forms such as hybrid texts, 
 
New domains of practice are in the process of being constituted ... and with these new 
practices will emerge new, not yet consolidated professions. The practitioner in this 
new domain now has to take a multiplicity of decisions, in relation to a multiplicity of 
modes and areas of representation which were previously the domain of discrete 
professions and their practices. The former boundaries between certain sets of 
professions and trades have become weakened, permeable, or have, in many cases, 
disappeared under the pressure of quite new representational arrangements. 
 
This is a clear description of how many authors have incorporated certain elements of graphic 
design into their practice. Similarly, Will Eisner (1996, 111) argues that ‘the ideal writing 
process [for graphic novels] occurs where the writer and artist are the same person. This, in 
effect, shortens the distance between the idea and its translation. It produces a product that 
more closely reflects the intent of the writer.’ Frank Moorhouse (2005), author of the hybrid 
short story collection Futility and Other Animals (1996), describes how ‘layout innovations’ 
have become a major part of many short story writers’ aesthetic, but warns that 
 
A British graphic designer said that to break too far from the grid opens “too many 
aesthetic options” which are overwhelmingly beyond the effective management by, or 
the needs of, most writers (who have other things to deal with). To go too far into 
graphic design - that is, beyond that point where it is part of the narrative - takes the 
writer away from their talent, which is for words/ideas/verbal imagery, into the role of 
graphic designer without (usually) having the talents or training of a visual designer. 
 
 My use of graphic devices was partly influenced by my own lack of qualifications in 
graphic design. I attempted to tie my graphic devices into the narrative as closely as possible, 
without making the devices themselves overly complex or elaborate. I used simple or pre-
existing images and made relatively minimal alterations to typography, focusing instead on 
the links between these and the written text and how they shaped the narrative. The style of 
my images is perhaps less personal or emotive than others, such as the hand-drawn images in 
Kurt Vonnegut’s Breakfast of Champions (1973) or Alasdair Gray’s Lanark (1981), but I 
found that it reflected my stories’ concise and emotionally distant narrative voice. The style 
of images I use also informs the themes of my work: many of them seem cold and artificial, 
but the concepts behind them are often eccentric. Similarly, many of my stories are about 
main characters who try to express their creativity within restrictive, mundane or artificial 
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situations, such as the organisation in ‘Sim-Therapy’ or the amusement park in ‘The 
Carillon.’  
 John Updike (2004, 41), who originally wanted to be a cartoonist, writes about similar 
concerns to Moorhouse in issue 13 of McSweeney’s:  
 
When I drew, the line was exactly as I made it, just so, down to the tremor of 
excitement my hand may have communicated to the pen; and thus it was reproduced. 
Up to the midpoint of my writing career, I sometimes tried—most elaborately in the 
poem “Midpoint”—to bring this visual absoluteness, this two-dimensional quiddity, 
onto a page of print with a pictorial device. Only the letters themselves, originally 
drawn with sticks and styluses and pens, and then cast into metal fonts, whose forms 
are now reproduced by twinkling electronic processes, legitimately touch the printed 
page with cartoon magic. 
 
My writing has undergone a lot of changes over the last three years. My narrative voice is 
very different to what it was at the start of my PhD, as is my approach to character and plot. 
These changes may be part of the reason why I sometimes neglected graphic devices to 
concentrate on other aspects of my writing.  
 As a result, I have used more graphic devices in some stories than in others. The 
stories ‘Corkscrew Section’ and ‘Polyethylene,’ for example, do not include any. I have 
discovered a number of hybrid short story collections (approximately 35) in addition to 
hybrid novels, which critics have tended to focus on. Even though some of these short story 
collections, particularly those based around a set of images (see Chapter 5, p.58), include 
graphic devices in every story, most of them contain some stories with standard typography. 
Some collections, such as Dave Eggers’s How we are Hungry (2004), Charles Yu’s Sorry 
Please Thank You (2012) and Ryan O’Neill’s The Weight of a Human Heart (2012) only 
contain one or two short stories with graphic devices.  
 I found that writing a range of stories like this is useful because it allows me to 
compare the less graphically distinct stories with those that are more obviously hybrid in 
order to judge more effectively how these devices influence the reader and my writing 
process. As mentioned in the Literature Review, my definition of hybrid texts includes those 
with highly intricate and layered visual designs, as well as those with comparatively simple 
or sparse graphic elements. Hybrid texts can be seen as a spectrum, ranging from narratives 
that rely very heavily on visual communication to tell their story, to those that depend more 
on verbal communication. The verbal and the visual are by no means as equally balanced in 
all hybrid texts as they are in The Fifty Year Sword. In my own creative practice, I was 
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consciously experimenting across this spectrum, attempting to rely more on visual 
communication in some stories than in others. For this reason, I see my short stories very 
much as a collection, rather than stand-alone works. I was genuinely surprised when I came 
across the graphic devices in David Foster Wallace’s Girl with Curious Hair (1989), Will 
Self’s The Quantity Theory of Insanity (1991) and John Barth’s Lost in the Funhouse (1968), 
because each collection only contains a handful and, not knowing they were hybrid texts, I 
had not expected them to experiment with visual design. I wanted to recreate this same sense 
of surprise in my own collection, so I varied the amount of graphic devices throughout to 
avoid the stories becoming repetitive or predictable. However, as described above, I also 
ensured that the style of the graphic devices was relatively consistent throughout. Alasdair 
Gray’s collection Ten Tales Tall and True (1993) influenced this decision, because it contains 
many different genres, such as science fiction, satire and social realism, but the style of 
illustrations and typography is highly consistent throughout. 
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Fig. 29: Graphic device in Donald Barthelme’s story ‘Eugénie Grandet,’ from Sixty Stories (1981, 237) 
 
6.1 ‘SLEEPING PATTERNS’ 
In ‘Sleeping Patterns’ I used layout to reflect the action of the narrative. The first page 
describes the main character’s process for creating a portrait, which involves photographing 
his subject, drawing a grid on the photo and the canvas, and transferring the contents of the 
photo’s squares into the squares on the canvas. The layout of the page, which is divided into 
three columns and four rows, mimics this process. This encourages the reader to imagine the 
story from the main character’s perspective, aiding their immersion in the story. The layout of 
the first page also calls attention to the fictional nature of the story; the grid structure suggests 
that the words in the story are painting the scene in the same way that the artist is filling in 
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the squares with paint to create a portrait. The last square of the grid is empty because the 
painting is incomplete, emphasising the artist’s difficulties. To prevent the layout from 
obscuring the text, I made sure the story was still read in rows from left to right, and that each 
section was numbered. The text in each square is left-aligned, like the rest of the story. I also 
tried to create a harmony between the verbal and visual aspects of the text by matching the 
grid structure with a precise and logical writing style. 
 Graphic devices are often introduced gradually into hybrid texts so readers can adapt 
to their conventions. In this story I had to disregard this because the plot demanded that the 
graphic device appear on the first page. I tried to counter the disorientation this might cause 
in the reader by importing the convention of panels from graphic novels. The layout of 
graphic novels is familiar to most readers (see Literature Review, p.12), and this familiarity 
could reduce the initial confusion of finding an unconventional arrangement of text at the 
start of the story.  
 
  
 
 
 
 
 
 
 
 
 
 
Fig. 30: Graphic devices in ‘Sleeping Patterns’ 
 
 I also tried to develop a sense of unity by creating a pattern of graphic elements 
throughout the story as a whole. The same grid structure appears at the end of the story, and 
the two grids act as bookends: the first grid prepares the reader for the ending. The second 
time the grid appears, however, it does not contain any words. Instead, it is filled with 
abstract patterns the artist creates by tracing the REM (Rapid Eye Movements) of a young 
girl in a coma. As described in the story, when a sleeping person’s eyes move during REM, 
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they are following whatever the person is seeing in their dreams. The lines and shapes on the 
last page of the story are therefore a kind of symbol in their own right; the contrast between 
them and the words on the first page raises questions about the boundaries between text and 
images. When this story was shortlisted for the State Library of Queensland Young Writers 
Award in 2011, one of the judges commented on the way ‘the eye, rather than the emotions 
tell this story.’ This sums up my attempt to portray the main character’s guilt through images 
and layout as well as prose. 
 This was one of the first hybrid stories I wrote, and it is the only one where the layout 
dramatically affects the shape of the text. For this reason, I had to alter the writing on the first 
page to fit the layout, which involved organising the individual moments or ideas in the scene 
into separate boxes. Some of the sentences had to be shortened or turned into two sentences 
to fit inside the boxes. I also found it distracting to edit this scene while the text was inside 
the grid, so I pasted it into a separate document. I also developed the habit of inserting 
graphic devices, or designing the final version of them, after I had finished writing the entire 
story. 
 I attempted to match the rigid structure of the grid with a logical writing style, but in 
‘Sleeping Patterns’ and some of the other stories I felt that without careful editing my writing 
style became overly filmic. The presence of graphic devices encouraged me to write more 
descriptively than I normally would. This was particularly the case in ‘Sleeping Patterns,’ but 
I also noticed it in other stories when I described something in the story that was also 
represented in an image. For example, in the final scene of ‘The Carillon’ and in the 
descriptions of the puzzle game in ‘Sim-Therapy,’ my writing felt too close to a film script 
because I was describing a separate image that already existed, as opposed to inventing a 
mental image as I wrote.  
 A filmic quality has been observed in other hybrid texts, including Salvador 
Plascencia’s The People of Paper (2005). In particular, many reviewers noticed this in Steven 
Hall’s The Raw Shark Texts (2006). Steven Poole (2007, 1) describes the novel as ‘a gleeful 
mash-up of cinematic tropes,’ which leads him to ask the question: ‘Does it indicate that 
fiction is coming to accept a place subservient to film in people’s imaginations?’ Tom 
McCarthy (2007, 1) makes a similar observation that The Raw Shark Texts ‘reads like a 
movie treatment.’ It would be interesting to study whether writers working with other forms, 
such as video games or graphic novels, encounter similar issues; this could be an increasing 
trend with the rise of digital technology.  
 Anthony Browne (quoted in Bull and Anstey 2010, 51), author of several children’s 
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picture books, suggests that rather than having the images simply illustrate or specify the 
written text, ‘there should be something in the illustration that the text doesn’t reveal, there 
should be something in the text that isn’t apparent in the illustration, and sometimes there 
should be things that are omitted from both.’ Similarly, I found my stories often became more 
powerful if I avoided doubly describing ideas in both words and images. I concentrated my 
verbal description on characters or events that weren’t represented or focused on in the 
visuals. For example, the image of a poster is repeated throughout ‘Orbit,’ but the poster is 
only briefly mentioned in the written text.  
 I discovered that a close interweaving of images and text could sometimes result in a 
loss of spontaneity in the writing. Careful editing is needed to avoid this. Italo Calvino makes 
a similar note about his writing process at the end of The Castle of Crossed Destinies (1977, 
126):  
 
not all the stories I succeeded in composing visually produced good results when I set 
myself to writing them down. There were some that sparked no impulse in the 
writing, and I had to eliminate them because they would have lowered the tension of 
the style. Then there were others that passed the test and immediately acquired the 
cohesive strength of the written word which, once written, will not be budged. 
 
 Similarly, Graham Rawle (quoted in Gibbons 2012, 170) states that when he was 
putting together the collages in his novel Woman’s World (2005), ‘early on, I let the narrative 
be driven by what I was finding. The problem was that it would quickly go off the rails.’ 
Rawle found that the visual material he was gathering diverted the planned progression of the 
narrative, so he reversed the process, writing a draft of the entire story and then cutting out 
words to match it. This is similar to my decision to incorporate graphic devices after I have 
completed a whole draft.  
 
6.2 ‘THE CARILLON’ 
My aim when writing ‘The Carillon’ was for the images to give the story a greater sense of 
cohesion and momentum, as well as contributing to character development and theme. In 
terms of cohesion, the story is fast paced and explores many different ideas, and I tried to 
make the images act as a through-line that would keep all of these ideas anchored. As a 
result, the images are spaced evenly throughout the entire story, with a small symbol 
appearing before each new scene. The images perform two functions in the narrative: they 
illustrate some of the main concepts so the reader can understand them more clearly, and they 
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mark off the individual scenes. Traditionally, new scenes are marked by a blank line or a 
simple decoration such as an asterisk. I used images instead because I wanted them to work 
hard by fulfilling multiple functions: they serve as both illustrations and section markers.  
 Because the images occur at the start of each scene, they almost always appear before 
the object is mentioned in the written narrative. This differs from traditional illustrations, 
which are usually placed beside or after the event they represent. I decided to structure the 
story this way after I read Peter Sillars’s (1999) observation that the events in Victorian short 
fiction almost always occur in the illustrations before they are described linguistically, 
developing a ‘dual time scheme,’ and a sense of ‘implication’ of what will happen later. I 
wanted to create a similar effect in my story: the images develop expectation as the reader 
starts to consider why these particular objects have been foregrounded, and what the 
connections between them might be. 
 
 
 
 
 
 
 
 
 
 
Fig. 31: Graphic devices in ‘The Carillon’ 
 
 I also attempted to give the visual mode as well as the written narrative a strong sense 
of momentum. The written text escalates quickly as the situation at the theme park and the 
main character’s personal life rapidly deteriorate, and I designed the images to add to this. 
The icons are very simple at first, but they gradually become more complex as the story goes 
on. For example, the first two images are of castle towers, while later images show cogs 
turning and a satellite orbiting the earth. These later images are more intricate because they 
represent larger objects and also indicate movement, whereas the early ones are static.  
 At the end of the story, the icons come together to create a larger and more complex 
image, which represents the main character’s idea for redesigning the castle. All of the 
previous images are included within this image: the cogs, towers, bells and the circular 
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motions of the satellites. The threads from earlier in the narrative all culminate in this final 
design, creating a sense of cohesion. The balance between the modes also shifts throughout. 
At the start, the images are quite small and abstract, and the scenes that follow them are quite 
long—usually two or three pages. However, the later scenes are shorter, and the final one is 
less than a page, and is mainly devoted to explaining the image. This was influenced by my 
reading of other stories, such as Mark Danielewski’s The Fifty Year Sword (2005), in which 
the graphic devices gradually become more frequent and complex as the story goes along.  
 The balance between text and image reflects the main character’s state of mind. He is 
highly analytical and creative, but is unable to solve many of the problems in his life because 
he focuses all of his energy on superficial or tangential concerns instead of addressing the 
core of his issues. He has an almost slavish devotion to his work and neglects his social life. 
The work environment is toxic and he feels alienated there as well, but instead of dealing 
with this he concentrates on the immediate problem of redesigning the castle. This is 
particularly emphasised by the image of the satellite, which occurs at a turning point for the 
main character. When the main character talks to his brother about his job, the reader realises 
that one of the reasons for the main character’s unhappiness is that, unlike his brother, he 
hasn’t found a more personally meaningful channel for his creativity. I spread images of the 
castle throughout the story to emphasise that it is always in the back of the main character’s 
mind. As the images become more prominent and complex, they mirror the way his thoughts 
about the castle’s design drown out everything else in his life. Overall, the images play a 
complex role in reinforcing and extending character development and theme, as well as 
giving a sense unity and momentum.  
 
6.3 ‘SIM-THERAPY’ 
At the start of ‘Sim-Therapy’ the familiar device of the epigraph is defamiliarised through 
repetition. Traditionally, an epigraph consists of a quote by a single author. In my story, the 
same quote, by different authors, is repeated five times. The reader is led to consider how the 
quotes were assembled. When I wrote this story I had read a number of the articles from the 
Literature Review (p.36), discussing the influence of digital media on hybrid texts. Critics 
such as Hayles and Hagler describe how hybrid texts are at once a product of digital 
technology and an anxious reaction to it. 
  I began to think of ways that digital technology could transform some of the more 
familiar or overlooked typographic conventions of fiction, and it occurred to me that digital 
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books could be a useful source. I used a computer to find the quotes, running searches 
through eBooks on Amazon.com and Project Gutenberg. To find this amount of quotes 
manually would be practically impossible (it still took me several hours on the computer to 
search through hundreds of public domain novels). This method of collating the epigraphs 
was appropriate for the story, which explores digital technology’s influence on the way we 
receive and interpret information. The multiplication of the epigraph also parallels some of 
the imagery that appears later in the story, such as the amoeba that clones itself in the puzzle 
game, and the virtual simulations that reproduce scenes of trauma. Further on, it is also 
inferred that the epigraphs are taken from a character’s favourite books. The layout of the 
story is also governed by the themes around digital technology: the extremely short 
paragraphs and the insertion of material such as web comics, screen shots and recorded 
interviews indicate technology’s effect on the main character’s thought patterns and way of 
life.  
 
 
 
 
 
 
 
 
Fig. 32: Graphic device in ‘Sim-Therapy’ 
 
 Like ‘Sleeping Patterns,’ this story imports the convention of panels from graphic 
novels: the screenshots appear side-by-side, showing the movement of the characters within 
them. I was influenced by Alasdair Gray’s short story ‘Time Travel’ from Ten Tales Tall and 
True (1993), which includes simple black and white diagrams arranged in pairs and spaced 
evenly throughout. The screenshots are also similar to the images in ‘The Carillon’ because 
they appear above the paragraphs that describe them, and, since they are quite abstract, the 
reader could interpret them in a number of ways before reading the explanation. The slight 
disorientation these images might cause is meant to be humorous, particularly since the 
explanations of the screenshots are quite unexpected.  
 I have found that the disruptive effects of visual elements in literary fiction are often 
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used to generate humour. Many hybrid texts, such as Steve Hely’s How I Became a Famous 
Novelist (2009), Joe Dunthorne’s Submarine (2008) and Max Barry’s Company (2006) use 
graphic devices for comedic effect. Black comedy plays an important role in many of my 
stories, particularly ‘The Carillon,’ ‘Sim-Therapy’ and ‘Chaotic Neutral.’ I have not found 
any critics who focus on the comedic potential of hybrid texts, although there are parallels 
with graphic novels and children’s picture books. Vily Tsakona (2008), for example, 
conducts a multimodal analysis of humour in cartoons. This could be an interesting area for 
further research. 
 
6.4 ‘ORBIT’ 
I rejected my original idea for the graphic devices in ‘Orbit’ after developing my analytical 
method. Originally, I struck out the first line of each new scene. I deliberately made these 
struck-out lines poorly written, to give the impression that someone was editing the story. 
Here is the opening scene (which refers to a bomb scare that was removed in a later draft): 
 
In order to fully understand the sequence of events preceding the bomb scare we shall first 
make it clear that Clive met Fay at a support group for earthquake survivors after he was 
pinned under a rafter in a boutique café/florist for five days. He survived by consuming 200 
packets of flower food. He’d never heard of flower food before the quake and presumed, in 
the darkness, that he was living off sugar sachets from the coffee machine. The doctors 
assured him there were no side-effects. He only lost two kilos. 
 
My aim was for the device to be humorous: the crossed-out phrases were exaggerated 
examples of poorly written introductions, and their awkwardness and formal phrasing clashed 
with the casual and concise voice in the rest of the story. 
 However, I did not thoroughly plan the connection between this device and the 
written narrative before I started writing. Because I did not properly consider how the reader 
should interpret the devices, they could be read in two ways. Firstly, the crossed-out 
sentences could be a reflection of one of the characters’ actions. The unnamed woman the 
narrator follows was originally a doctoral student editing her thesis, so the graphic device 
could be seen as mirroring this process. However, this character was not the protagonist, and 
the story was not told from her point of view, so it did not make sense that the visual texture 
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of the narrative would reflect her point of view instead of the main character’s. Secondly, the 
device could be read as an interference with the text, implying that someone from outside the 
story was editing it. This was also a weak connection because there was no suggestion of who 
could be making this intrusion. Overall, the connection between the crossed-out phrases and 
the story was too ambiguous. This experience taught me that it is not enough to simply 
consider the desired aesthetic or impact of the graphic devices; one must also plan how they 
will function as part of the story. 
 Shortly after completing the first draft of the story I decided to remove this device. I 
put the story aside for six months, and it was not until I began work on the final version of 
my exegesis that I thought of an alternative graphic device. Developing the grammar had 
made me think more about the different kinds of visual elements that can be used, and I 
decided to use a public domain image instead of creating one myself. I had also read 
Nørgaard’s (2009b) discussion of modality, and realised that most of the images I used had 
low modality because they were abstract and produced on a computer. I decided to 
experiment with a high modality image by reproducing a genuine piece of ephemera. This led 
me to use a movie poster from the same time period as the fictional movie described in the 
story. This image has high modality because it is drawn with era-specific technologies and 
styles, and shows signs of wear and tear. Using a genuine document like a movie poster 
creates a sense of authenticity around the fictional film in the story. 
 Writing the analytical method also made me think more about how I used images as a 
sequence. I wanted to experiment with a different kind of sequence to the one in ‘The 
Carillon,’ which included a series of different images that were combined into a single image 
at the end. In ‘Orbit,’ I decided to repeat the same image throughout the story, but with minor 
changes each time. As with ‘The Carillon,’ I wanted this sequence of gradually transforming 
images to create a sense of progression. 
 Adding this device to a story I had already finished writing presented some 
difficulties. Like the symbols in ‘The Carillon,’ the images are placed between each of the 
scenes, but with this story the scenes had already been written, so they dictated the number of 
images I could include. On top of this, I had already chosen the title and subject matter of the 
fictional film, which narrowed the range of posters I could choose from. I also had to make 
some changes to the written text, such as emphasising the role of the poster in the story. 
However, the new graphic device has a much clearer connection with the narrative, because it 
portrays an object that is specifically described within the story, and which plays a key role in 
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the plot. Developing my analytical method helped me realise the full spectrum of images that 
could be used in this story, and encouraged me to include a graphic device I would not have 
previously attempted to use. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 33: Graphic devices in ‘Orbit’ 
 
6.5 ‘CHAOTIC NEUTRAL’ 
In the last chapter, I applied my analytical toolkit to a text that had already been written: The 
Fifty Year Sword. To show how my analytical toolkit can influence the writing process, I will 
use it to analyse the decisions I made while drafting and editing ‘Chaotic Neutral,’ the last 
story in my collection. I wrote this story after finishing my exegesis, and it is more visually 
complex than the others: it contains a greater variety of graphic devices, and also develops 
stronger links between them and other elements of the story, such as characterisation, plot 
and setting. As with my earlier stories, the graphic devices also reinforce the tone, mood and 
theme. I hope my analysis of ‘Chaotic Neutral’ will show how the analytical toolkit can be 
useful for creative writers as well as critics. I will principally overlay elements from Kress 
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and van Leeuwen’s (1996) visual design grammar onto my own work, reflecting on how my 
understanding of these concepts informed its creation.  
 
6.5.1 Interpretive Summary 
‘Chaotic Neutral’ is about a researcher named Teresa who works at a forensic anthropology 
centre in the outer suburbs of Brisbane. At the centre, she studies the mechanisms of decay in 
order to work out the time since of death of crime victims. In particular, she performs 
experiments to measure the rate at which words imprinted on victims decay along with them. 
Teresa’s immature and naïve brother Beau has been living on the couch in her apartment for 
six weeks while recovering from knee surgery. The story’s central conflict is around the 
deteriorating lines of communication between the siblings, as Teresa becomes more absorbed 
in her work and Beau becomes more depressed and anti-social. This comes to a head when 
Teresa, while visiting a police station, learns that someone has threatened to poison the local 
water supply; however, to avoid causing panic, she cannot tell anyone. This puts even more 
strain on her already tense relationship with Beau. Through graphic devices and linguistic 
descriptions, the story draws parallels between the decaying bodies in Teresa’s experiments, 
and the communication breakdown between her and Beau. Throughout the story, Teresa 
reflects on the role of language in both of these situations.  
 The story is narrated in third-person limited, focused on Teresa, and the first and last 
sections are in present tense, describing what happens after the threat to the water supply. The 
middle part of the story consists of flashbacks, narrated in past tense, revealing scenes from 
Beau and Teresa’s history and details about Teresa’s work. I structured the story this way to 
make the threat to the water supply immediately clear, grabbing the reader’s attention from 
the first sentence: ‘The day some weary redneck in need of incident calls up the police station 
and lets them know he’s fixing to pour arsenic in the reservoir…’ Tension builds as the 
reader discovers more about the events leading up to this scene; I included a number of 
unsettling images, such as the sunburned mother, the antique pistols and the incinerated hand. 
I also developed the theme of language and communication by including more dialogue than 
I usually do. Like the third-person narration, most of the dialogue is humorous: ‘His house 
and garden are a little wooden model of his brain.’ These lines from Beau in particular 
highlight the fact that, although the siblings may exchange a lot of dialogue, it tends to be 
superficial and indirect, with the real issues between them left unsaid. Most of Beau’s 
dialogue is directed towards online players in a role-playing game, rather than Teresa. 
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6.5.2 Modes 
After writing my exegesis, I realised I tended to use particular kinds of graphic devices in my 
stories. This encouraged me, when I came to write ‘Chaotic Neutral,’ to use a wider range of 
visual elements: unlike my other stories, it uses both images and typographic devices. Most 
notably, the story imports graphic design elements from trading card games such as Magic: 
The Gathering. The size, shape, type-size and layout of the trading cards are designed to 
mimic such games. The story also alters the typographic conventions of literary fiction by 
presenting the words associated with Teresa’s experiment in different type-sizes, typefaces 
and shades, as well as on different backgrounds. Some of these devices are set off from the 
main text with paragraph breaks, while others are incorporated directly into the writing. 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 34: Trading card from ‘Chaotic Neutral’ 
 
 The graphic devices are arranged in two main groups: the typographic devices on 
pages 183-186, which represent words from Teresa’s experiments, and 15 trading cards 
scattered throughout (pages 268, 274, 276, 277, 280, 281, 287, 288, 289, 292, 296). The 
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trading cards are placed at the bottom of each page and most are tilted at an angle. 
Occasionally, when the references to them are close together, the cards appear in pairs. The 
trading cards all use the same basic shape, but their images and captions differ greatly. Most 
of the images are photographs, but some are sketches or diagrams. This was partly due to 
copyright restrictions—I took most of the photographs myself, but some are from the public 
domain. The typographic devices were also restricted by copyright, because I could not 
reproduce brand names or products.  
 I chose to reproduce all of the graphic devices in black and white. Colour may have 
added some significance; for example, it could provide more information about Teresa or 
Monahan’s hair and eye colour and complexion, or reinforced the verbal description of the 
bushland behind the office as being like ‘shredded grey felt.’ Also, the typographic devices 
could perhaps take on a deeper level of verisimilitude if they were in colour. However, I 
decided that practical considerations outweighed this: many of the print journals I would 
consider sending this story to are printed in black and white or prefer black and white 
submissions. 
 
6.5.3 Metafunctions  
6.5.3.1 Textual 
The textual metafunction is concerned with how the different elements of the story are 
brought together to produce a unified text. The framing of the main text and the trading cards 
in ‘Chaotic Neutral’ is, like the illustrations in The Fifty Year Sword, an example of ‘rhyme’ 
(van Leeuwen 2004, 13). The trading cards are separated from the main text by white space 
and bold frame lines, indicating they could be read as separate texts. However, a number of 
visual and verbal similarities indicate a connection between them. Most obviously, the title of 
each card appears in parentheses in the text, directing the reader to the cards. The text inside 
the cards is also written in the same typeface as the rest of the story, suggesting it can be read 
as a part of it, even though the type size and line-spacing are smaller so the writing can fit 
within the text-box, and the type-colour is white so it stands out against the darker 
background. 
 White space separates the pieces of text on page 283 from the main narrative. They 
are therefore in a state of ‘separation’ (van Leeuwen 2004, 13), which suggests they are 
similar to the main text in some ways but not in others. The different type-sizes, typefaces 
and so on clearly distinguish them from the rest of the story. However, the typographic 
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devices become more closely tied to the main text on page 286, where they are embedded 
within the words of the story, with no white space to mark them off from it. This draws 
attention to the words within the story itself, and hence makes the reader more aware that the 
story, like the words that pass between Teresa and Beau, is an act of communication 
vulnerable to misinterpretation.  
 The words within these typographic devices also change significantly between pages 
283 and 286. On page 283, the words are completely objective, such as ‘100% cotton’ and 
‘Made in China.’ On the next page, Teresa makes up her own words, inserting lines of poetry, 
such as ‘Everyone I know is a tone.’ Finally, on page 286, Teresa’s personal frustrations 
begin to show; she directs her words at Beau, writing about issues she does not have the 
courage to talk to him about, such as the incident where he failed to protect their mother from 
a serious sunburn. Over these three pages, I tried to make the typographic devices 
increasingly personal, blurring the boundary between Teresa’s work and home life. The 
typographic devices therefore develop Teresa’s character by providing more insight into her 
relationship with her brother. 
 
 
 
 
 
 
 
 
 
 
 
Fig. 35: Photograph from ‘Chaotic Neutral’ 
 
 I also developed connections between the typographic devices and the trading cards, 
by including a number of images with words or symbols. Van Leeuwen (2004, 13) calls this 
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‘integration’: the text is contained within the images. For example, one picture contains a 
symbol on the murder victim’s skin. There are three abstract diagrams of bones, a bicycle 
gear, and a board game, which include written labels and numbers. The picture of the tree 
bark also contains hand-carved messages. This strengthens the link between the two types of 
graphic devices. In particular, these images strongly resemble the images of Teresa’s 
subject’s hands, which also have text integrated into them. 
 My placement of the graphic devices in relation to the text was influenced by Kress 
and van Leeuwen’s (1996, 179) concept of ‘information value,’ which reveals how 
hierarchies are established between different elements on the page. According to van 
Leeuwen (2004, 205), graphic elements placed near the top of a page are often associated 
with the abstract or the ideal—‘the idealized or generalized essence of the information’—
while those underneath are more associated with the real, presenting ‘more specific 
information—for example, photographs as documentary evidence, or maps.’ I considered 
placing the devices beside the text, or above it, but after reading van Leeuwen’s work, I 
decided the above description suited my aims perfectly, so I placed the ‘evidence’ of the 
trading cards and typographic devices beneath the more abstract descriptions of them. I 
wanted the visual elements to give the story a greater sense of authenticity or verisimilitude. 
The typographic devices and many of the trading cards are related to Teresa’s experiment, 
making it seem more real. 
 Lastly, I considered van Leeuwen’s (2004, 219) concept of ‘information linking’ 
when designing the trading cards. ‘Information linking’ refers to the connections that are 
established between words and images in a composition. As in The Fifty Year Sword, most of 
the images in the trading cards specify information—they provide specific examples that 
clarify the information given by the text. I used this kind of linking to explain some of the 
more complicated concepts and ideas in the story. In particular, I wanted the images to help 
the reader visualise the scenes, characters and objects from the story in more detail. This ties 
in with the idea of the images acting as evidence (I originally considered presenting the 
images as actual pieces of evidence, with labels of Exhibit A, Exhibit B, and so on). ‘Chaotic 
Neutral’ is more firmly grounded in everyday life than most of my stories, and I designed the 
links between the text and images to support this. 
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Fig. 36: Evidence card from ‘Chaotic Neutral’ 
 
 For example, the picture of the latex glove helps the reader visualise the unusual 
process of degloving; the diagram of the hand bones acts as a kind of visual aid, giving the 
reader a clearer idea of the complexity of the professor’s task, and allowing them to better 
understand his torment when he drops some of the bones; and the picture of the symbol on 
the Evidence card allows the reader to see for themselves the clue Teresa attempts to 
decipher. Sometimes I used this kind of link for comedic effect, as with the image of a skull 
on the Frank card: having only read the written text, many readers would be surprised, 
expecting to find an image of a person or animal. Similarly, some of the minor characters are 
represented almost entirely through the images. The verbal descriptions of Matt and 
Monahan, which appear on the cards rather than in the main text, are very brief; the images 
take on a greater significance because they carry more of the semantic weight. 
 Information does not always appear first in the written text. For example, the symbol 
on the Evidence card is the reader’s first introduction to this piece of evidence; the written 
text does not give any clues as to what it might be. The images of the bicycle and the tree 
bark also appear visually before they are described. These images have a ‘contrast’ link with 
the main text—their content, at least initially, seems to provide a counterpoint to the text. 
A grey symbol on the victim’s forearm. 
The coroner swore it wasn’t a birthmark. 
It wasn’t a wound or a tattoo, and the 
chemical tests came back negative. So 
they called Professor Spivet, who palmed 
them off to Teresa. 
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Before the reader reads the caption beneath them, the images appear out of context. Again, 
this surprises the reader and keeps them guessing. The seeming non-sequiturs are also meant 
to be humorous, such as the image of Beau’s underwear.  
 Originally, I planned to include all of the trading cards at the end of the story, 
encouraging the reader to switch back and forth between them and the written text as they 
encountered each caption. I wanted to experiment with non-linear storytelling by creating 
multiple possible paths through the text. However, I eventually decided this structure was too 
complicated and asked too much of the reader. Placing all of the devices at the end of the 
story also seemed to suggest they should be read separately. I spread them throughout the 
scenes to emphasise that they were integral to the story and needed to be read in order for it 
to be fully understood. I also spaced them evenly so the reader could get used to switching 
back and forth between the main text and the cards. 
 
6.5.3.2 Experiential 
This metafunction is concerned with how characters, objects and settings from the story are 
depicted in the images. After reading Kress and van Leeuwen’s work, I realised none of my 
previous stories featured images of characters or settings, so I decided to use less abstract and 
conceptual images in ‘Chaotic Neutral.’ Five of the illustrations represent characters: Beau 
(who is represented indirectly, through his avatar), Teresa, Matt, Monahan and Goodfellow 
(the cat). Two of the images portray settings: Teresa’s workplace, and the empty road.  
 I chose to represent Beau with an image of his avatar rather than a photograph of 
himself, like the other characters, because I wanted to emphasise how tied up in computer 
games Beau’s sense of identity has become. The image suggests he has developed a strong 
empathy with his online character. This is reflected in the written text, where the majority of 
his dialogue is spoken to other players, and he is described with lines such as ‘He was still in 
wizard mode’ and ‘He was a mage of the realm.’ As the story goes on, the reader starts to see 
the fear and naïveté behind Beau’s online bravado, since he is reluctant to go outside and 
socialise with Teresa’s co-workers. 
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Fig. 37: Image of Teresa from ‘Chaotic Neutral’ 
 
 Most of the images of the characters could be described as ‘non-narrative 
representations’ (Kress and van Leeuwen 1996, 79); Beau’s avatar, Matt, Monahan and 
Goodfellow do not perform any actions in the images, and are not in a state of change. They 
do not interact with anything else. In addition, Matt, Monahan and Goodfellow are presented 
in close-up, so nothing else is visible. Only one of the characters is shown performing an 
action: Teresa. I wanted her image to stand out from the others because she is the protagonist. 
She is engaged in a ‘narrative representation’ (Kress and van Leeuwen 1996, 79), part of an 
unfolding event. In the image, Teresa is splicing DNA, which is emphasised by her hands 
being raised in front of the camera. My aim was to emphasise Teresa as the story’s focus—its 
most active participant.  
 On the other hand, the images that represent objects or settings are ‘conceptual 
representations’ (Kress and van Leeuwen 1996, 106), because the subjects are portrayed in 
isolation, often on a whited-out background. This gives them a more clinical or detached feel, 
which supports their role as clarifying and authenticating. Many of them resemble scientific 
images, such as the diagrams of the bicycle gear, the backgammon board and the human 
hand, which are from an old edition of the Encyclopaedia Britannica.  
 
Once he’d volunteered her for a photo 
shoot for the Faculty of Science’s 
website. She hates photos. She can’t stand 
seeing pictures of herself. It’s hard to 
think of nice memories sometimes 
because she’s in all of them.  
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6.5.3.3 Interpersonal 
Finally, ‘Chaotic Neutral’ was influenced by my understanding of the interpersonal 
function—the way in which images encourage different kinds of relationships between the 
reader/viewer and the characters. I selected images that would increase the reader’s empathy 
with the characters. In terms of ‘gaze’ (Kress and van Leeuwen 1996, 117), I decided to make 
the characters look directly at the reader and ‘acknowledge the viewer explicitly, addressing 
them with a visual “you”’ (ibid). By establishing eye contact with the reader, the characters 
‘demand something from the viewer; demand that the viewer enter into some kind of 
imaginary relation with him or her’ (Kress and van Leeuwen 1996, 118). For example, 
Beau’s avatar, Matt and Goodfellow are all staring straight at the camera. Again, Teresa is 
different: her eyes are fixed instead on the DNA she is working with. This mirrors the 
description of her in the verbal text, where she is frequently described as being caught up in 
her work: ‘With this case she’s on now, she can dread the head of a pin.’ This impression is 
supported by the look of intense concentration on her face. Teresa may appear to be a 
powerful and organised person, but the inner thoughts described in the text (for example, 
‘When she gets tough cases or admin trouble she tells herself she can run away and become a 
national park ranger’) belie this, revealing her vulnerability, frustration, and need to connect 
with others.  
 Most of the characters are presented in close-up, giving the images a more personal 
feel (Kress and van Leeuwen 1996, 126). As with gaze, I tried to decrease the social distance 
between the reader and the characters by using photos with the characters’ faces as close to 
the camera as possible. This is taken to extremes with the picture of the cat, who is so close to 
the camera that its nose is almost touching the lens. My aim was for this image to encourage 
the reader to empathise with Goodfellow, and thus empathise with Teresa more when she 
thinks Goodfellow is sick. Teresa, however, is presented at more of a distance: her hands are 
in the foreground and her face is out-of-focus in the background. Again, this emphasises how 
important her work is to her sense of identity. Like the images of setting in The Fifty Year 
Sword, the photographs I took of the bushland and the road are both from a middle-distance, 
because I wanted the reader to imagine they were standing in these environments, despite the 
small size of the images.  
 In terms of perspective, the characters are presented from a frontal point of view, as if 
the reader were standing in front of them. The characters are also presented at eye-level, 
which suggests they hold an equal level of power to the reader (Kress and van Leeuwen 
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1996, 148). Both of these factors encourage empathy (Kress and van Leeuwen 1996, 136). 
Most of the images also have high modality; the photographs depict their subjects with a high 
level of accuracy, lending them a sense of credibility (Kress and van Leeuwen 1996, 155). I 
was concerned with naturalism and high levels of detail because my aim was for the images 
to give the story a greater sense of authenticity.  
 
6.5.4 Sequence 
The repetition or slight variation of a graphic device played a major role in my other stories, 
such as the screenshots in ‘Sim-Therapy’ or the movie poster in ‘Orbit.’ In ‘Chaotic Neutral,’ 
I considered repeating the symbol found on the victim’s arm in a similar way throughout the 
story. However, after reflecting on my analytical method I decided to use a variety of 
different images instead. The sequence of these devices is therefore not as significant in 
‘Chaotic Neutral’ as in my earlier stories. 
 I used black humour throughout the story to create a balance between the disturbing 
subject matter and a lighter exploration of character and theme. For example, there are many 
exaggerated descriptions such as ‘His blunt head glowed with pheromones.’ I supported this 
playful and humorous tone with imagery and metaphors, such as ‘If I were to summon a 
mental image of your soul it would be a swastika crayoned on a potato.’ 
 To further reinforce the story’s tone, I decided to represent many different subjects in 
the trading cards. The first card—the one with a picture of Beau’s avatar—shows a typical 
example of a character who might conceivably appear in such games. I made this first card 
look ‘normal’ so the reader would quickly understand what kind of artefact I was 
reproducing. The other cards feature much more unexpected images: most depict everyday 
people and objects, the opposite of fantasy creatures. These cards create humour by 
subverting the expectations set up by the first card. Much of this humour is generated by the 
seemingly random assortment of objects that reveal new aspects of the story. Similarly, I 
decided to tilt the trading cards so it looked as if the third-person narrator had casually placed 
or dropped them on top of the story, which suits the humorous and irreverent voice. 
 
6.5.5 Voice and Point of View 
Even though the trading cards are presented below the written text, they are attributed to it 
through the use of captions. To make the link between these captions and the images as clear 
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as possible, I repeated the title of each card in the caption, with the same formatting. This 
creates a visual echo between the text and the trading cards. The style of the captions is 
reminiscent of non-fiction texts, such as science textbooks, which often refer to illustrations. I 
deliberately mimicked this kind of cross-reference to support the idea that the images are a 
form of evidence.  
 Most of the images are extra-diegetic, except for the symbol on the Evidence card, 
which represents a photograph that would look the same through Teresa’s eyes. The 
typographic devices, except for the photographs of the hands, are intra-diegetic: they are 
described in the story and Teresa interacts with them. This was the first time I used this kind 
of typography, because, unlike my other stories, ‘Chaotic Neutral’ uses typography as a key 
plot point: the typographic devices are an integral part of the narrative. 
 
6.5.6 Synthesis 
Reflecting on my analytical method led me to incorporate graphic devices into ‘Chaotic 
Neutral’ in a number of ways I had not previously considered. For example, I used images to 
portray characters and settings from the story, instead of concentrating solely on symbols or 
objects. Kress and van Leeuwen’s (1996) work allowed me to think more deeply about the 
design of these images and how it positioned the reader towards the characters. My research 
also helped me use layout in a more meaningful way, positioning the graphic devices on the 
lower half of the page in order to highlight their role as evidence. I used images and 
typographic devices in combination, drawing attention to the affinities between them, even 
though they achieved different effects. I also tried to make the links between text and image 
stronger by adopting a more explicit style of captioning. As a result, ‘Chaotic Neutral’ is a 
visually complex story that nonetheless maintains a unified aesthetic. 
 
6.6 CONCLUSION 
Assembling my analytical toolkit helped me, as a creative writer, to gauge more accurately 
the possibilities as well as the limitations of my work. I find it valuable because it gives me a 
deeper understanding of the potential for further experimentation. The toolkit also makes me 
aware of commonalities between my stories, and visual elements that I previously 
overlooked. This section has also covered some of the challenges I encountered when using 
particular graphic devices, and how producing hybrid texts has influenced my writing process 
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in general. I hope this discussion has emphasised some of the points made earlier about the 
many decisions authors are required to make when composing hybrid texts. This section 
further demonstrates that producing multimodal texts is a complex process that does not 
merely involve placing two modes side-by-side: careful consideration must be given to the 
links between them in order to create an overall effect. An awareness of this allows writers to 
produce hybrid texts in a way that consciously influences how the reader makes meaning. 
Self-reflection has allowed me to consider more deeply the reasoning behind my decisions, 
and how well the different modes function and interconnect within the short stories presented 
in the following chapter. 
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The creative component of this thesis has been placed under an embargo. For more 
information about Corkscrew Section, please email jarryd_luke@hotmail.com.  
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Chapter 8: Conclusion 
Readers engage with hybrid texts in complex ways, interpreting and analysing typography 
and visual images as well as the written word. The analysis above shows that many factors, 
such as foregrounding, linking, framing, arrangement, perspective, colour, gaze and angle, 
influence how readers interpret the elements of hybrid texts in relation to one another. Visual 
images and typography can reinforce, alter or even disrupt the reader’s understanding of the 
narrative. The visual design of the written text can perform many functions, such as morphing 
to reflect or contrast with the action, suggesting connections between disparate elements, or 
highlighting aspects of the characters’ inner lives. Readers need to draw on visual literacy 
skills that are usually associated with more design-oriented forms, such as non-fiction or 
hypertexts. My application of multimodality theory to hybrid texts demonstrates the reader’s 
‘traditional role of code-breaker needs to expand beyond word level decoding to include 
understanding the codes and conventions associated with design elements and visual images 
in multimodal texts’ (Serafini 2012, 28). Readers of hybrid texts need to be able to identify 
and decipher a myriad of visual clues together with linguistic ones. Readers may have to 
decide for themselves how different elements on the page are connected to each other, which 
order they should be read in, and which are the most significant. 
 Analysing how writers can manipulate visual elements to shape the reading 
experience has made me more aware, as a creative writer, of the possibilities open to me in 
terms of bringing the linguistic aspects of my writing together with their graphic design. 
Conducting research for this study while writing my short story collection has given me a 
deeper understanding of how, in a time when visual communication is becoming an 
increasingly significant part of everyday life, I can use a range of graphic devices I had 
previously considered unusual for literature. I find my understanding of these devices 
particularly valuable given the recent shifts in the publishing industry. 
 Kendall, Portela and White (2013, 5) point out that research on hybrid texts ‘involves 
exploring digital frontiers or developing fully what the technology of the book can now be 
made to do.’ I have focused on the latter, but there is still much work to do. As developments 
in digital technology enable writers to create and publish hybrid texts more quickly and 
easily, there is much potential for the already rich scholarship on this form to flourish. My 
application of multimodality theory to hybrid texts is quite broad; much more research could 
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be performed on some of the individual elements, such as linking, framing, point of view or 
depictions of setting. More research could be done on how graphic devices can be used to 
generate humour, or how they are used in the short story form as opposed to the novel. There 
is also a need for more studies on how hybrid texts are translated, converted into eBooks, or 
complemented by online material. The growing field of comics criticism, or the large amount 
of research on concrete poetry, could shed some light on other aspects of hybrid texts. 
 I hope this study will aid and encourage readers, writers and critics to explore the 
visual possibilities that are now, more than ever, available to literary fiction. Many authors 
have already employed photographs, sketches, diagrams, flipbooks, typographic elements, 
white space, codes, symbols, found documents and other ephemera to reinforce and 
invigorate their fiction, and, now that changes within the publishing industry are placing the 
tools for creating visual texts in authors’ hands, the coming years could see many more 
examples of this. As hybrid texts become more prevalent, critics will continue to develop 
toolkits for unpacking the semiotic potential of graphic devices within the context of the 
narrative. Kendall, Portela and White (2013, 6) argue that ‘if text is no longer approached as 
the transparent medium that we are accustomed to, then our accepted and conventional 
conceptions of reading, writing, publishing, and, indeed, educating are destabilised. Engaging 
with text as a visual phenomenon allows us to see how it has been used, how it is being used 
and how current usage may be changing us.’ The growing awareness of and openness to 
design-conscious literature has already begun to change the way writers and readers think 
about the novel, and there are still many avenues of experimentation to be explored. 
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